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ABSTRACT 
For sixty-seven years, beginning in 1932 and ending with his death in 1999, llya 
Alexandrovich Musin trained orchestral conductors at the Leningrad (later St. Petersburg) 
Conservatory in the techniques which have since come to be known as the Leningrad 
School of Orchestral Conducting. Due to matters both political and ethnic in nature, 
Musin failed in securing a podium of his own. As a result, he turned to the classroom, 
educating generations of conductors in a method of non-verbal communication which 
finds its roots in the commonplace gestures of everyday life. Musin committed his entire 
life to these methods, which he not only taught, but also included in his writings, four 
volumes of which have been published to date. 
Over the course of his lengthy career, Musin is thought to have taught over one-
hundred-sixty conductors, roughly ninety of which would go on to become professional 
conductors and teachers of conducting. From Musin's studio have come conductors 
whose careers are visible and important, including Yuri Temirkanov, Valery Gergiev, 
Semyon Bychkov, Martyn Brabbins, Sian Edwards, Oleg Proskurnya, Leonid Korchmar, 
and Alexander Polishchuk, to name a few. 
VI 
The purpose of this study is to document the musical and educational beliefs, 
activities, and theories of Russian conducting pedagogue llya Alexandrovich Musin, to 
examine his roles as pedagogue, conductor, and author, to apply his ideas to the 
preparation of teacher/conductors and to provide possible solutions for solving problems 
within the current system of conductor/teacher preparation. The importance of this study 
lies in its potential for use in the field of music education, particularly for conductor 
education and music teacher education. It is expected that this research will be valuable 
to the academic community in tracing the pedagogical style and methods of an educator 
whose career was both long and fruitful, and whose methods may be effective in solving 
issues in the arena of teacher/conductor preparation. 
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Chapter I 
Introduction 
In a third floor studio of the St. Petersburg Conservatory of Music, I close my 
eyes and I see him. He has been gone for many years now, but there he is. In my mind's 
eye, I see the pride on his face, and, in a place far back in my recollection, I hear his 
words of encouragement. As a music student, he was there for me. I remember most 
fondly his look of approval, and I have not completely forgotten his disappointment when 
I did less than my best. The face changes for each music student. The voice operates in a 
different timbre or octave. However, he still exists and comes to me in the most 
unexpected of moments. Who is he? He is my music teacher. He is that figure whose 
love and command of music, and whose ability to pass it on, quite possibly brought me to 
where I stand today, a teacher/conductor whose preparation was lacking and in need of 
fine tuning. And where would I be without him? 
In that same small studio on the third floor of St. Petersburg' s Rimsky-Korsakov 
State Conservatory of Music, amidst the myriad portraits of former teachers who silently 
admonish continued greatness from current students, there hangs a picture of the rather 
distinguished-looking gentleman who taught within its walls. It is a modest picture in a 
modest room, and beneath it hangs a plaque bearing these words: 
"Use your authority and influence to lend support to young people. It is 
the talented ones in particular that need it most."- llya Musin 
The above words might well describe the teaching career of llya Alexandrovich 
Musin. Denied an orchestra of his own, due to the prevailing anti-Semitism and to his 
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reluctance to join the Soviet Communist Party, Musin turned to the classroom as a means 
of spreading his message of natural movement and communication with the orchestra 
(Ardoin, 2003). Between the years of 1932 and 1999, the advanced conducting students 
of llya Alexandrovich Musin gathered three times each week in his studio to ingest and 
develop his unique technique which is based upon the natural movements and gestures of 
everyday life. In order to ascertain the importance of Musin in the preparation of 
teacher/conductors, one must critically analyze what about his method differs from the 
plethora of conducting techniques taught in the world today. Additionally, one must 
apply his technique to teaching in a society which is very much unlike the one in which 
Musin made his career and contributions to the same. This study has done so and will 
provide a document which may enhance the art of teacher/conductor preparation as it is 
practiced in colleges and universities in the United States and abroad. 
Musin began his teaching and conducting career in 1932, a mere fifteen years 
after the October Revolution which toppled the Romanov dynasty and brought the 
Bolsheviks to power in Russia. Operating within the strict doctrine of Socialist Realism 
proved difficult for many in Russian artistic circles, particularly those of the Jewish faith. 
From the earliest days of the Romanov's three-hundred year rule, beginning in 1613, 
anti-Semitism played a part in all aspects of Russian society, including the arts (Zubock, 
2009). This systematic repression of Jews across Russia, which took the form of 
pogroms under the Tsars, was continued under Communist leaders in the containment of 
Jews and other enemies of the state in the infamous gulag camps operating throughout the 
former Soviet Union until the early 1990's (Zubok, 2009). Although llya Musin was 
3 
never interred in such a camp, he would suffer the stigma of his heritage, being prevented 
from developing a performing career by those whose lineage and Party credentials were 
more in keeping with the doctrine of those in power (Boico conversation 2013). 
Several of the world's well-known orchestral and operatic conductors can trace 
their educational lineage to Musin' s studio. A partial list includes: Valery Gergiev 
(Artistic Director of the Kirov Opera and Ballet), Yuri Temirkanov (Artistic 
Director/Chief Conductor of the St. Petersburg Philharmonic Orchestra and Conductor 
Emeritus of the Baltimore Orchestra), Semyon Bychkov (former Music Director of 
Orchestre de Paris and Chair of Conducting Studies at the Royal Academy of Music in 
London, England), Oleg Proskumya (Director of Orchestral Studies at Texas A&M 
University at Kingsville and Director of the International Academy of Advanced 
Conducting after llya Musin), Alexander Polshchuk (Chief Conductor of the Novosibirsk 
Chamber Orchestra and Professor of Conducting at the Nikolai Rimsky-Korsakov 
Conservatory of Music in St. Petersburg), Sian Edwards (former Music Director of 
English National Opera), and Leonid Korchmar (conductor at the Mariinsky Theatre and 
Professor of Conducting at the Nikolai Rimsky-Korsakov Conservatory in St. Petersburg) 
(Ogrizovic 2009). 
Musin' s technique is drawn from several sources of inspiration, not the least of 
which is the work of Russian actor and director Constantin Stanislavski (Leach 2004). 
Stanislavski' s theories on the physical actions of acting are known in drama circles in 
many parts of the western world. Constantin Stanislavski encouraged in his students 
many of the ideals which Musin attributed to natural conducting. For example, 
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Stanislavsky spoke of communication. He wrote, "When communicating with a partner, 
maintain a constant flow, using eyes, body, emotions when not speaking, every time you 
act the part." (Stanislavski 1989, 122-123) Musin encouraged a similar, albeit non-
verbal, form of communication which involved all aspects of the physical apparatus, from 
hands and arms, to eyes, posture, and facial expressions (Musin 1957). Stanislavski 
wrote, "On stage and in life we adapt our behavior, voice, mannerisms, etc. in response to 
the situation, who we're talking to and what we want." (Stanislavski 1989, 223) Musin 
encouraged his students to "make music visible with your hands" (New York Times June 
14, 1999). He advocated a natural movement which displayed the emotion within the 
music to the musicians who play it and encouraged a "picking up of sound" from 
conductors from the first beat to the last. This is a direct connection to Stanislavski' s 
"unbroken line", about which he wrote, "The life of a character should be an unbroken 
line of events and emotions, but a play only gives us a few moments on that line- we 
must create the rest to portray a convincing life." (Stanislavski 1989, 43). Similarly, 
Musin instructed his students, "There are two components to conducting, expressiveness 
and exactness. These two components are in a dialectical opposition to each other; in 
fact, they cancel each other out. A conductor must find the way to bring the two 
together" (Hephaestus Books 2011, 60). The manner in which he encouraged conductors 
to find such a method was through an unbroken stream of natural gestures used in the 
everyday lives of people. These gestures, Musin believed, would be easily interpreted by 
musicians, thus providing more meaningful and effective leadership. 
Musin's career as an author, although somewhat overshadowed by his 
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contributions to teaching, is no less important. In this regard, Musin was to follow in the 
footsteps of his predecessors whose texts on conducting have been utilized in the training 
of conductors for many years, namely Richard Wagner's On Conducting (1869), Nikolai 
Maiko's The Conductor and His Baton (1950), and Max Rudolf's work The Grammar of 
Conducting (1950). Virtually unknown outside the Soviet Union (and later the Russian 
Federation), Musin is the author of three large-scale works, two of which address the 
issues associated with his particular methods of conducting technique. Those books are 
The Technique of Conducting (1967) and The Education of a Conductor (1987). These 
books reflect and describe several aspects of Musin's pedagogical approach. The third is 
a musical journey entitled Lessons of Life ( 1995). Although published posthumously, 
Musin also wrote two smaller-scale works in his technique, Language of Conducting 
Gesture (2004) and Vade Mecum (2006). 
To date, only two studies have delved into the musical and pedagogical 
contributions of llya Alexandrovich Musin, the research of Olga Ogrizovic-Ciric (2009) 
and Sergei Pavlov (2011), both former students of Musin whose academic careers 
brought them to the United States in the pursuit of graduate study. Ogrizovic (2009) 
focuses her study only on Musin's language of gesture, limiting her research to a study of 
Musin's posthumously-printed Language of Conducting Gesture (2004). Pavlov (2011) 
directs his research only to the performance of accompanied recitative in Italian opera 
according to the conducting methods developed by Musin. While these two completed 
dissertations advance our knowledge of Musin's conducting technique, neither addressed 
the potential contributions which a study of Musin the individual, his life course, 
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personhood, experiences, pedagogical approaches, and innovations in the teaching of 
conducting might provide for the preparation of teacher/conductors. Thus, this study will 
potentially make a contribution to music education by focusing on a leading Russian 
pedagogue and conductor who, until recently, was not well-known outside the former 
Soviet Union. This research may also shed new light upon the issue of effective 
conducting technique through the study of Musin's system of non-verbal communicative 
gesture. In so doing, the study will provide music educators with a study of the life and 
work of llya Alexandrovich Musin, a highly regarded Russian music conductor and 
teacher, a model for teaching and learning of music. 
The findings of this study can be viewed as potential contributions to music 
education. This study focused upon Musin's pedagogy and its potential importance to 
music educators who lead ensembles and to instructors at institutions of higher education 
whose expertise lie in the preparation of future teacher/conductors. 
The potential exists for valuable findings within the realm of Musin' s pedagogy 
which will enhance the field of conductor preparation. The possibility exists for 
expansion of existing conducting methodologies through new textbooks and exposure to 
Musin's methods. Use of Musin's methods in conducting secondary school ensembles 
may provide possibilities for conductors/teachers to reconcile the contrary concepts of 
exactitude and expression in conducting. While there may be little connection between 
Musin's pedagogy and elementary school music, many music educators can potentially 
learn from Musin's ideas and the contributions he has made to music education. 
Edwards (2013) concurred with this statement, believing Musin to be highly 
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relevant to secondary, baccalaureate, and post-baccalaureate music education, as opposed 
to elementary music education. However, the findings of this study provide direction for 
secondary and higher education, particularly in the preparation of teachers/conductors 
whose need for advanced conducting techniqueis clear. Consequently, the findings of 
this study will prove important to those who teach and prepare teachers/conductors and 
conductors of large ensembles, while proving to be of lesser value to elementary school 
and general music educators. 
Problem 
In his essay, "On Conducting", Anton Siedl stated: 
The ability to conduct is a gift from God with which few have been 
endowed in full measure. Those who possess it in abundance do not wish 
to write about it, for to them the talent seems so natural a thing that they 
cannot see the need of discussing it. This is the kernel of the whole 
matter. If you have the divine gift within you, you can conduct; if you 
have not, you will never be able to acquire it. Those who have been 
endowed with the gift are conductors; the others are time-beaters. (Siedl 
1895, 1) 
Musicians the world over breathe a sigh of relief that Siedl's views were not taken up by 
the majority of musical thinkers and that the art of conducting has continued to be taught. 
Albeit, how it is taught presents the problem of this current study. 
Gunther Schuller, in his treatise on conducting entitled The Compleat Conductor, 
moves away from Siedl's idea of a bestowed gift and attributes great conducting to a 
combination of blood, sweat, and tears. He suggested that to succeed as a conductor 
takes, "years of hard work, study, and talent," (Schuller 1997, 3) suggesting that the art 
can be taught, but must be pursued by the practitioner over an arduous journey of time 
and toil. 
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The manner in which conductor/teachers are trained, or the lack of said training, 
presents challenges for even the brightest of academic and conducting minds to 
overcome. While future teachers in collegiate music programs across America and 
abroad matriculate on a primary instrument or voice for an average of eight semesters or 
more, the accepted practice of providing one semester of conducting is quite common. 
Kohut and Grant (1990) suggest that teacher training programs must consider that 
conducting will be the "primary musical asset" of future teachers. They write: 
Since most of the students enrolled are usually teachers in training, a 
significant portion of their professional life will be spent conducting and 
rehearsing large ensembles . .... Therefore, conducting is not just another 
course for these music students; it should be viewed as a second applied 
major subject, on the same level of importance as one's applied major 
instrument or voice. (xi) 
Linder concurs, stating: 
We require four years of private instruction for an applied concentration, 
and very few teachers use that instrument or voice for any extended length 
of time during classes. However, most teachers conduct every day ... It is 
important to point out that in most cases, conducting becomes the primary 
medium of performance .... Colleges must recognize the importance of 
preparing teachers to meet today's needs rather than continuing to use the 
curriculum that was successful in 1945.(1974, 62) 
This same rallying cry was taken up by Joseph D. LaRosa as early as 1962. In his article 
for the Music Educators Journal, LaRosa wrote: 
Music educators must raise the level of conducting now used in schools, 
as well as urge more adequate preparation of those planning to enter the 
teaching profession. Let us encourage departments or schools of music or 
education to make conducting a more important part of the curriculum ... It 
would seem logical that preparation to develop conducting adequacy is 
just as essential as preparation to develop vocal or instrumental 
competence. (1962, 107) 
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LaRosa concurs with Siedl in suggesting that the result of such pedagogical inadequacy is 
"an average music instructor 'beating' his orchestra, band or chorus rehearsals which for 
the most part are neither educational nor musical experiences (1962 , 107). 
Complicating the matter further is the pedagogical trajectory of texts which are 
used in modern collegiate conducting courses. Tried and true methods such as The 
Modern Conductor, by Elizabeth A.H. Green and Mark Gibson, and The Score, the 
Orchestra, and the Conductor, by Gustav Meier, present a very technique-driven 
approach. The emphasis in such texts is on patterns or schemes of conducting, two-
dimensional diagrams of the same, and ensemble seating charts. While no competent 
conductor or teacher of conducting would debate the importance of fluency in technique, 
an emphasis on the less-tangible aspects of conducting is needed. Derald DeYoung 
supported this theory in writing, "Music does require the technical trappings in order to 
express the feelings of the composer. Technique is a means to an end. But the end is a 
form of expressive human feelings" (1976, 35). Jerry Ulrich supports the idea of 
teaching conductors competencies beyond schematic technique. He wrote: 
The training of conductors should put emphasis on developing a set of 
skills to ensure a successful and rewarding rehearsal process ... For those 
who teach conducting and aspiring conductors, the development of student 
imagination and interpretive abilities in ensemble requires the conductor 
to become a teacher and facilitator, ultimately diminishing his or her own 
role in the process. (2009, 49) 
Where then is the answer to the dilemma of teaching effective conducting to be 
found? This study will provide evidence that the life work of llya Alexandrovich Musin 
may serve as a model for the teaching and learning of musical conducting, particularly in 
regard to effective rehearsal procedures of non-verbal communication and imagery. This 
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research will, it is hoped, advance our knowledge and provide methodology to address 
the problems associated with the preparation of future teachers/conductors whose likely 
career path will place them at the forefront of large secondary and higher education 
ensembles. 
Several authors, although likely unfamiliar with Musin's methods, unknowingly 
present insightful definitions of the aspects of conducting technique which he espoused in 
Leningrad. For example, Kohut and Grant, while maintaining the aforementioned 
technique-driven philosophy, unwittingly supported Musin's philosophy of conducting 
gesture which derives its origins in the everyday, natural movements of human beings. 
They wrote: 
The logical way to learn any new skill is to begin with the simple and 
proceed gradually toward the complex. For example, as a first step toward 
learning how to walk, the human infant first learns to roll over in its crib. 
Then it learns to sit up, crawl, stand up, and finally walk. Eventually the 
child learns how to run and may even win some foot races, but the 
sequential order of the skill acquisition here is a fact of life. One does not 
learn to run before first learning how to crawl or walk. (1990, ix) 
While intending to provide a rationale for learning the technique of conducting, Kohut 
and Grant provide a more effective basis of Musin' s teachings. 
Further support comes in the writings of De Young who stated, "Certainly the most 
effective way of communicating the expressive content of the music to an ensemble is 
through body movement and conducting gestures: the conductor-teacher must look like 
the music sounds" (1976, 37). Finally, Grosbaynes' earlier text puts into words Musin's 
idea of 'having music in your hands" and provides perhaps the best description of the 
need for a combination of expression and technique, which Musin described as "two 
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dialectical forces" which the conductor must bring together. He wrote, "The student 
must not forget that, while motions made during actual conducting move in three 
directions, line drawings can be made to represent only two of these directions. The 
student must therefore mentally supply the missing dimension of depth as he studies the 
patterns" (Grosbayne 1956, xxiii). 
Based upon the information provided in the preceding paragraphs, it may seem to 
the reader as though the author suggests that the sky is falling in regards to the 
preparation of future teacher/conductors in colleges and universities in the United States 
and abroad. It is. However, the findings of this study may, through an exhaustive study 
of llya Alexandrovich Musin's pedagogical methods, provide an answer to problems 
which educational and conducting communities have faced for generations. 
Purpose 
The purpose of this study is to document the musical and educational beliefs, 
activities, and theories of Russian conducting pedagogue llya Alexandrovich Musin, to 
examine his roles as pedagogue, conductor, and author, to apply his ideas to the 
preparation of teacher/conductors and to provide possible solutions for solving problems 
within the current system of conductor/teacher preparation. In order to better understand 
Musin's pedagogy, his writings are relevant in that his first two volumes, The Technique 
of Conducting ( 1967) and The Education of a Conductor ( 1987), deal with the techniques 
espoused in his pedagogy. The last, Lessons in Life (1997), draws connections between 
conducting and life- family, love, friends, and life beliefs. 
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Research Questions 
The following research questions will be addressed: 
1) What is the life course and personhood of llya Alexandrovich Musin? 
2) What are the musical contributions of llya Alexandrovich Musin? 
3) What are the musical and educational contributions of llya Alexandrovich 
Musin, and are they historically significant? 
4) What are the specific techniques and methods of the Leningrad School 
developed by Professor Ilya Alexandrovich Musin? 
5) In what ways is Musin's pedagogy special or unique, and how is it elucidated 
in his textbooks? 
6) How have Musin's techniques and methods impacted his former students? 
7) In what ways can contemporary teacher/conductor preparation courses apply 
Musin's conducting techniques, methods, and pedagogy in daily instruction? 
8) What aspects of Musin's conducting techniques and pedagogical style are 
relevant to the preparation of teacher/conductors? 
Rationale 
In studying the musical and educational beliefs, activities, and theories of Musin, 
one may inquire as to what makes his method and pedagogy special or unique. What sets 
it apart from other conducting pedagogies mentioned in this current study? In what ways 
can his teachings be utilized in the preparation of teacher/conductors for careers in the 
modern age? Borrowed, in some part, from the acting maxims of Constantin 
Stanislavski, the technique encourages exactly those things suggested by more modern 
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approaches (i.e. Elizabeth A.H. Green, and Mark Kelley, co-authors of The Modern 
Conductor (2004), a text used in many collegiate teacher/conductor preparation 
programs). Musin student, Teodor Currentzis, commented on the importance of the 
concept of word and gesture imagery in the Musin technique: 
"Develop your fantasies", he told us -but in how to show what you want 
to say. Most conductors conduct themselves, not the orchestra. 
Conductors need to share the music and have the fantasy to keep it alive. 
(Loomis, 2006) 
The great American jurist Oliver Wendell Holmes, Jr. once wrote, "When I want to 
understand what is happening today or try to decide what will happen tomorrow, I look 
back" (Peter 1977, 244). Simply put, we may look to our past in order to find answers to 
the problems of today. Historiography, the theoretical framework upon which this study 
is based, can assist us in doing so in the following ways: 1) viewing an important 
historical event, in this case the teaching career of llya Musin; 2) gaining mastery of the 
event itself through knowledge; and 3) develop critical analyses of the good as well as the 
bad aspects of the vent, thus allowing it to be applied effectively to the modern 
teacher/conductor preparation curriculum. 
Additionally, turning our attentions to the writings of those from cultures outside our 
own can offer fresh new perspectives on problems. In so doing, music education can 
benefit from pedagogues of other nations. For instance, in von Arx's (2006) research on 
the career of Claudio Arrau, noted Chilean piano pedagogue, she noted that Arrau's 
impact on his students was substantial, in that many of Arrau's students sought careers in 
the studio preparing future generations of pianists. She further suggested that his 
teachings were influential in regards to piano pedagogy and performance, and that his 
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methodologies continue to affect future generations of pianists, who could be considered 
Arrau's pedagogical grandchildren, long after his death. 
Researchers, like von Arx (2006) and many others, have examined lives and 
contributions of famed music pedagogues including piano pedagogues from the United 
States (Betts 1995; Garvin, 1998; Hudak 2004; Ernst 2012; Jain 2012) and abroad 
(Hendricks 1988 (MA thesis); von Arx 2006). Still others have focused on pedagogues of 
the various orchestral instruments such as the flute (James 2008), oboe (Lampidis 2008), 
bassoon (Griswold 1979; Dietz 1988; Bedea and Jancourt 1992; Lowe 2008;), clarinet 
(Floyd 1987; Gunlogson 2009; de'Lassio 2012), French horn (Lankford 2000; Russell 
2004; Craig 2011), trombone (Hudson 2012; Stephens 2012), tuba (Kutz 2003), violin 
(Hayashi 2012; Sturm 2012), cello (Wang 2011) and double bass (Stotz 2012), 
suggesting that there is value in studies on past pedagogues and their methods, as they 
can be applied to problems facing the preparation of individuals for teaching. Regarding 
the study of applied music, the aforementioned research has contributed to our 
understanding of music teaching by extending the methodologies of teachers whose 
pedagogical impact continues to live on in the studios of their former proteges. 
Studies have further examined the role and impact of the conductor. Dissertations 
on choral conducting pedagogues (Con 2002; Benson 2011; Leighton 20 12), band 
conductor-teachers (Weber 1963; Cavanaugh 1971 ; Welch 1973; Wallace 1994; 
Piagintini 1999; Teweleit 2006; Bouldin 2010; Mills 2010; Young-Weitzel2011; 
Schuman 2011; Martin 2012), and teachers of orchestral conducting (Proskurnya 2003; 
Ogrizovic 2009; Harris 2012) all point to the importance of doctoral research on the 
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pedagogical pursuits of teachers of a former era by outlining the work of 
conductor/teachers who were considered successful by their peers and by the profession 
in general. Further, the art of conducting can be considered both subjective and illusive. 
While the orchestral musician prepares for many years in applied instructional settings 
and individual practice rooms, the conductor, as prepared and taught in modem colleges 
and universities, has no way of practicing before he/she stands in front of the ensemble 
for the first time. In other words, the teacher/conductor often has only theory, with no 
praxis upon which to base a career in music education. Such conducting research as 
mentioned previously, as well as that contained in the current study, contributes to the 
overall body of knowledge on the subject. 
Studies of the type represented above lend credence to the value of studying 
pedagogues of varied cultural backgrounds whose expertise may be known only in their 
particular homelands. In this manner, these studies on historical pedagogues and their 
methodologies contribute to the advancement of knowledge within the music education 
community at large. They provide keys to the future of music teaching through an 
understanding of the life course, personhood, experiences, pedagogical approaches, and 
innovations in teaching contributed by these pedagogues, pedagogies which may have 
been allowed to remain dormant for many years due to barriers (perceived or real) of 
culture and/or time. 
Non-dissertation research (Vassberg 1975; Buckner 1982; Clair and Heller 1989; 
McCarthy 1995; Livingston 1998; Porter 2001) point toward the need for studies on past 
pedagogies, as well. Such work suggests that the music education research community at 
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large places importance upon the work of former music educators. It further implies that 
there is value in the discovery of a by-gone or unknown methodology and that such 
knowledge will impact contemporary music education in positive and fruitful ways. 
Interviews with former students in each of the aforementioned studies suggested 
that the teaching methods and lessons of these great pedagogues live on in the studios of 
their "musical children" and have been handed down further to successive generations of 
"musical grandchildren". This is evidenced in the publication of two recent texts which 
were directly influenced by the authors' connection with Musin as students. These texts 
are The Inner Impulses and Gestures of Orchestral Conducting: The Psycho-Physical 
Function of Musical Leadership by Dr. Oleg Proskurnya (2011) and Introduzione all 
Tecnica della Direzione d'Orchestra Secondo il Sistema di Ilya Musin (Introduction to 
the Orchestra Conducting Technique in Accordance with the School of Ilya Musin by 
Ennio Nicotra (2007). Proskurnya's writings constitute an inquiry into the psychological 
aspects of conducting. Proskurnya investigates topics, highlighted in the Musin 
teachings, which are often overlooked in modern approaches to teacher/conductor 
preparation. For example, the issue of instrumental response, or the "time-lag" inherent 
to particular instruments and how this affects the quality of sound is investigated in 
Chapter 2: Anatomy of the Strike (Proskurnya 2011 , 33). In Chapter 5: Inner 
Mechanisms, Proskurnya discusses advanced techniques influenced by the Musin method 
such as Conceptual Motions (referring to the rounded motion and the picking up of 
sound) and the Inner Will (a direct line from Musin's study with Nikolai Maiko). 
Quoting Maiko in this regard, Proskurnya wrote: 
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The will of the conductor, with the knowledge of how to use it towards 
himself and towards the performing instrument - the orchestra or chorus -
is one of the most essential factors of conducting. (Proskurnya, 2011 p. 
152) 
Proskurnya's writings mirror Musin's in his discussion of various types of 
preparatory (Chapter 9) or up-beat techniques (Chapter 11). Finally, Proskurnya tackles 
the less-tangible qualities of conducting in a manner which utilizes his study with Musin 
in a description of his approach to Inner Techniques (Chapter 13) such as breath control, 
active muscular relaxation, and contour of. sound. These issues, referred to by Nicotra as 
"the mystical nature of the relationship between conductor, score, and orchestra" (Stewart 
2007, 42), are not often broached in courses for teacher/conductors, thereby adding to the 
problems in the field. Nicotra added that Musin "encouraged his pupils to explore the 
ineffable from a base built of secure technical skills" (Stewart 2007, 42). Proskurnya's 
volume can be included in this review because it is, quite simply put, a direct connection 
and extension of the teachings of Musin. 
Ennio Nicotra's aforementioned work Introduzione all Tecnica della Direzione 
d'Orchestra Secondo il Sistema di Ilya Musin (Introduction to the Orchestra Conducting 
Technique in Accordance with the School of Ilya Musin (2007) is an homage to Musin's 
own Vade Mecum, a short manuscript which distills Musin's method down to 
approximately eighty pages, and was left unpublished at the time ofMusin's death in 
1999. Nicotra manages to further reduce Musin's ideas, covering complex topics such as 
upbeat, contour of sound, and natural movement into a mere twenty-six pages. The great 
value in Nicotra' s work seems to be in the accompanying video instruction. As with 
Musin, the great impact of Nicotra's teachings is in his modeling of various concepts. 
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The mentioned video series allows for a visual reference, as Nicotra works, as did Musin, 
with two pianos in a studio setting. 
Finally, V.S. Fialkovsky, a former Musin student, published an edition of Musin's 
aforementioned unpublished manuscript Vade Mecum in 2006. Having worked with 
Musin on the project before his death, Fialkovsky's video series features Musin in 
discussion and demonstration of his techniques. 
These writings, based upon Musin's teachings, are valuable in correcting the 
problems associated with the preparation of teacher/conductors in that they provide an 
outline of his system of efficient conducting technique. They may be used as stand-alone 
texts or, certainly as supplements to currently-used texts on the subject. Temirkanov, 
Chief Conductor of the St. Petersburg Philharmonic Orchestra and former Musin student 
stated: 
llya A. Musin has founded a school of conducting and a system of 
conducting education. All his disciples are very professional; they have 
wonderfully schooled hands, clear ideas about what they want from an 
orchestra, ability to direct not form only, but the meaning composers put 
into their creations. (Fialkovsky, 2006, 3) 
These writings, provided by Musin's own students, begin to shed light upon his teachings 
and represent an important step forward in the materials available to those who train 
teacher/conductors. 
Another aspect of Musin' s lasting impact upon his "musical children" (as well as 
the development of future generations of disciples) can be found in the growing number 
of master classes and competitive Musin workshops. Many of Musin's former students 
are now providing one and two-week intensive hands-on workshops in his technique in 
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Russia and the United States. Musin himself began to dabble in the workshop setting in 
the mid-1990's when travel to and from the former Soviet Union was made easier by the 
collapse of the Communist government in 1991. Upon his death, his students continued 
his efforts. For example, Drs. Proskurnya and Korchmar are heavily involved in 
producing the International Academy of Advanced Conducting after Dya Musin, which 
holds annual workshop/competitions at St. Petersburg's Mariinsky Theatre and on the 
campuses of West Virginia State University in Institute, West Virginia and Hamilton 
College in Clinton, New York. Maestro Ennio Nicotra continues to develop his Peter the 
Great Conducting Master Class in Saint Petersburg each year. Other Musin students, 
such as Polishchuk and Edwards make regular appearances at such master 
class/workshops. Through the development and continuing efforts of these former 
students, Musin's method is becoming more widely-known. 
Unfortunately, in the case of Musin, his teachings have gone unnoticed by a large 
portion of the conducting pedagogical community. As a result of what Zubok (2009, 21) 
refers to as the "xenophobia of Soviet-era political structures", Musin's teachings were 
available only to those who studied with him at the Leningrad Conservatory. The first 
twenty-one years of Musin's teaching and conducting careers were played out in perhaps 
the most xenophobic of all Soviet sub-eras, the dictatorship of Joseph Stalin. Beginning 
with Stalin's ascension to the office of First Secretary of the Communist Party and ending 
with his death in 1953, the Soviet Union's policy of separating itself from the outside 
world was made official. While a brief thaw occurred under the years of Nikita 
Khrushchev's leadership (Taubman 2004), during the subsequent Party Chairmanship of 
20 
Leonid Brezhnev, the withdrawal of the Soviet Union from the world stage was once 
again made policy (Zubok, 2009). These years were to coincide with the start of Musin' s 
writing career, as well as the period in which many prominent conductors finished their 
studies with him and began to make careers for themselves. Considering Musin's 
reluctance to join the Communist Party (Ardoin 2003) and his Jewish heritage (Nice 
1999), it is not surprising that the world at large was virtually unaware of his 
methodology until after the collapse of the former Soviet Union in 1991. His pedagogy is 
put forth today in this current study in the continuing efforts to understand, examine, and 
even celebrate the life and work of one of us, a dedicated and highly effective music 
educator. Certainly this is a worthwhile effort. 
Methodology 
I have utilized historical and biographical methodologies in this detailed 
examination of llya Alexandrovich Musin: pedagogue, conductor, and author. This 
current study follows a small-scale humanistic genre approach (Tilly 1990), as it will 
focus on the historical importance of one person, that is to say Professor llya 
Alexandrovich Musin. In so doing, it presents an historical case study of \Musin as 
pedagogue, author, conductor, and person. Case Study research is "a qualitative 
approach in which the investigator explores a bounded system (a case) or multiple 
bounded systems (cases) over time, through detailed data collection involving multiple 
sources of information (e.g. observations, interviews, audio-visual material, and 
documents and reports)" (Creswell2007, 73). The bounded system (case) involved in 
this research is \Musin, his technique, life, writings, conducting and pedagogy. 
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The research included herein has gathered insights into "the ideas and realities 
that shaped the lives of [individuals] of earlier societies" (Rampolla 2010, 1). In so doing, 
it attempts to shed light upon the context in which Musin lived out his life course, 
conducted, taught, and influenced generations of students. By exploring this context, I 
hope to bring to light certain aspects of Musin's teachings, which will effect positive 
change in the manner in which colleges, universities, conservatories, and individual 
instructors prepare teacher/conductors for careers on the podium. 
The theoretical framework through which I have sought answers to influence such 
change is historiographical in nature. Ernst Breisach suggests that the role of the 
historiographer is to find a route through which persons reflect on a past event and to use 
their reflections to provide an answer to the present, or even a prediction for the future 
(Breisach 1994, 3). While a major responsibility of the historiographer is to report what 
has happened in the past, William L. Brickman, educational historian, suggests that the 
historical researcher may not always be in the best position to serve as a "first-hand 
observer" (Brickman 1975, 91). For this reason, the researcher must seek out those who 
lived through the historical event and explore their own narratives of the issue. 
Historiography, or the history of history, has a three-fold purpose (Writing on 
History, 2014). First, through the utilization of multiple sources, the researcher may 
approach an historical event from multiple perspectives. In the case of the research 
contained herein, the historical event is the teaching career and methodology of llya 
Alexandrovich Musin. The multiple perspectives through which the subject has been 
approached consist of document research, archival research, and key-informant 
22 
interviews with a body of individuals who were influenced by the historical event in 
question, namely students of Musin. Second, through the previously-described multiple 
perspective research, the researcher gains mastery of the event. Third, mastery of the 
subject allows for critical analysis of the data as it relates to the problem, which in this 
case is the manner in which teacher/conductors are prepared for careers on the podium. 
Such critical analysis may lead to effective solutions and has produced a document 
which, through historical referencing, may be used by those who teach the art of 
conducting to future teachers. Even so, the historical researcher must carefully navigate 
the minefields of history which is based in fact and that which is couched in analytical 
interpretation (Phelps, et. al. 2005). 
In order to achieve this three-fold purpose, the historical researcher approaches 
the topic through a variety of conceptual lenses. These conceptual lenses each possess a 
content area purpose, that is to say, "the lens through which the central concepts are 
taught and viewed" (University of Wisconsin Eau-Claire, 2013). As regards Musin's 
pedagogy and the result of its study, the content area purpose might be said to be the 
"expression of the human experience through sounds" (University of Wisconsin Eau-
Claire, 2013). I have been able to study Musin's pedagogy and method, as it applies to 
music education, through a variety of conceptual lenses, both musical and extra-musical. 
First, I have examined the written records and occurrences of the past as a 
historian. According to Byers, a student of history thinks logically, analyzes historical 
documents, and conducts historical research, and might ask such questions as: 
1) What are the causes and effects of the situation or phenomena being 
considered? 
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2) How might past events have affected the present situation? 
3) How might present decisions affect future outcomes? 
4) Has this type of thing or situation occurred before? 
5) If yes, what did people learn? 
(Byers, 2014) 
Second, the very nature of the topic has given me the opportunity to approach it as 
a political scientist, as I have been forced to attempt to understand the political system of 
a different culture and time and to analyze international political affairs concerning the 
former soviet Union. As Byers (2014) suggests, the political scientist might explore such 
questions as: 
1) What are the political advantages for the decision being made? 
2) How might the dominant power utilize its authority? 
3) What types of relationships might be developed? 
Such questions have been readily applied to the subject of Musin and his inability to gain 
a major podium or to advance his pedagogy outside the former Soviet Union. 
Finally, I have been able to approach the topic from the standpoint of a cultural 
anthropologist, or one who "interpret[s] social practice[s] across cultures, understand[s] 
how people's behaviors change over time, investigate[s] artifacts, and research[es] 
through observation" (Byers, 2014). In doing so, I have investigated through the lens 
provided by such questions as: 
1) How might culture change, positively or negatively? 
2) How might the society change, positively or negatively? 
3) What types of relationships might be developed or destroyed? 
(Byers, 2014) 
Barzun and Graff (1992) advocate for the following characteristics in the 
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historical researcher: 1) accuracy, 2) love of order, 3) logic, 4) honesty, 5) self-awareness, 
and 6) imagination. 
Kenneth Phillips, professor emeritus at the University of Iowa and music 
education researcher, wrote, "An approach to oral history interview requires a well-
thought-out structure of questions in keeping with the topic of the research." (Phillips 
2008, 52). Given the fact that a large portion of the research included in this current 
study will consist of key informant interviews with former Musin students, I am mindful 
of the seven characteristics of the qualitative researcher, that is to say, "1) responsiveness, 
2) adaptability, 3) holistic emphasis, 4) knowledge base expansion, 5) processual 
immediacy, 6) opportunities for clarification and summarization, and 7) opportunities to 
explore atypical or idiosyncratic responses" (Guba and Lincoln 1983,130.). In particular, 
the characteristic of responsiveness applies to this research. As a student of this Musin 
technique, I am in a unique position to interact with the data. By being aware of the 
aforementioned characteristics, the study will produce a final document which will 
include "the voices of the participants, the reflexivity of the researcher, and a complex 
description or interpretation of the problem (Creswell 2007, 37). Furthermore, it will 
extend the literature on Musin and his technique. 
As espoused by Yolk (2003), the methodological approaches have included 
immersion or saturation in all available documentary evidence, both primary and 
secondary. These included an analysis of the original writings of Musin, as well as 
contextual studies of newspaper articles, journal articles, books written on the subject of 
Soviet era music and musicians, as well as Soviet era politics and their effect on music 
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and musicians. A search of Russian government documents from sources such as the 
archives of the St. Petersburg Rimsky-Korsakov Conservatory of Music, the archives of 
the St. Petersburg Philharmonic Society, the archives of the St. Petersburg Times, and 
appropriate archives of the former Soviet Union and the current Russian Federation has 
been undertaken in order to advance our knowledge of Musin, his life course, 
personhood, experiences, pedagogical approaches, and innovations iQ. the teaching of 
conducting. 
All documents were subjected to intense scrutiny. Phelps (1980, 138-139) 
suggested the seven steps in determining external validity and six in documenting internal 
validity. In regards to external validity, the following questions were applied to each 
source: 1) Where was an artifact originally located? Where is it now? 2) Is it a copy? If 
so, where is the original? 3) What is the estimated age of the item? Does it appear to be 
as old as it should be to be authentic? 4) Are there autographs or other identifications 
that will make the process of verification easier? 5) Is the handwriting (in the case of 
manuscripts) consistent with other items by the reputed writer? 6) Are there any 
indications (diaries, newspaper accounts, etc.) that such an item may have existed? 7) Is 
there any reason to suspect that this item may be a hoax? 
Conversely, in regards to internal validity, the following questions were applied to 
each source: 1) Is the document consistent stylistically with others by the same writer? 
2) Are there major inconsistencies? 3) Are there any indications that the writer's 
reporting was inaccurate? 4) Does the writer actually mean what he or she says? 5) 
Could this work have been written by someone else in the style of the individual? 6) Is 
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there any evidence that the writer is biased or prejudiced (Phelps 1980, 144)? 
Finally, I held key informant interviews with former pupils of Musin. Key 
informant interviews present several advantages in that they allow investigation of a 
subject of which a participant has specialized knowledge. Further, key informants may 
assist in gathering research when cultural obstacles make research more difficult. In-
depth interviews were conducted with the following former students of Musin who were 
afforded the opportunity to observe his teaching methods: 
1) Oleg Proskurnya (Director of Orchestral Studies- Texas A&M University at 
Kingsville) 
2) Leonid Korchmar (Conductor- Mariinsky Theatre, St. Petersburg, RF) 
3) Sian Edwards (Former Music Director- English National Opera) 
4) Yuri Temirkanov (Artistic Director/Chief Conductor of the St. Petersburg 
Philharmonic Orchestra and Conductor Emeritus of the Baltimore Orchestra) 
5) Daniel Boico (freelance conductor) 
6) Alexander Polishchuk (Principal Conductor of Novosibirsk Chamber 
Orchestra and Professor Conducting Studies at the St. Petersburg 
Conservatory of Music) 
It is from the aforementioned interviews that I was able to gain the majority of 
information concerning the techniques of the Leningrad School, as well as a portrait of 
Musin's teaching methods. Inasmuch as concise descriptions of the techniques of the 
Leningrad School, as well as Musin's teaching methods, can be found in his own 
writings, it is important to state at this juncture that additional information is to be found 
in the words and reflections of those closest to him, his students. I consider myself a 
"musical grandchild" of the Leningrad School legacy, and as such, studied only with 
Musin's former students. Not having had the opportunity to study within the culture of 
Musin's actual studio, I believe that there is valuable information to be gleaned by 
speaking to those who experienced his teaching method first-hand. It is, therefore, 
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possible that information gathered in such interviews may shed light upon facets of 
Musin's pedagogy which will prove valuable in the preparation of teacher/conductors. 
Weiss (1994) suggests that interviews be done in a natural setting. For this 
reason, the majority of the interviews performed for this current study have been 
conducted in a setting most natural for those who worked with Musin, his third-floor 
studio at the St. Petersburg Conservatory of Music. Others participants will be 
interviewed at the Mariinsky Theatre (directly across Teatraskaia Street from the 
Conservatory), a place where Musin conducted and taught throughout his career. 
Unfortunately, I am not fluent in the speaking, reading, or writing of Russian. 
Initially, this may be viewed as a shortcoming for this study. However, there are several 
steps I have taken to minimize this limitation. Interpreters were used when interviewees 
were not fluent in English. There is the possibility that using interpreters could result in 
filtering of information. This was hopefully overcome, when necessary, by the use of 
secondary interpreters as a means of verifying the accuracy of the first translation. 
Furthermore, documents have been translated by two different highly-qualified 
translators as a means of verifying and triangulating the translations. Finally, not having 
had the opportunity to study with Musin personally, or within the Russian culture, 
provides the advantage of distance from the research. 
As· much as is possible, it was my intention to conduct interviews in a setting 
which provided the greatest ease and comfort to the subject. In the case of subjects who 
make their homes in the United States, I travelled, meeting the subject in her/his home or 
place of work. As suggested by Weiss ( 1994, 59), it is helpful for the interviewee to feel 
28 
grounded and secure in the interview environment in order to produce more thoughtful 
reminiscences. In instances wherein the subject lives abroad, if my conducting schedule 
allowed him access to the interviewee in situ, the session was conducted as described 
above. However, if and when a live interview was not possible, due to performance and 
travel schedules, the interviews were conducted utilizing a web-based real-time 
communication system such as Skype. 
As suggested by Weiss (1994), these key informant interviews, both live and web-
generated, were recorded. With the permission of the interviewees, I recorded each 
interview using two (2) pieces of equipment. Audio recordings were made using a 
ZOOM 4 digital sound recorder. Secondly, video recordings were made simultaneously 
with the aforementioned audio versions using a Sony Handycam Hybrid digital video 
camera. Interviews, as suggested by Weiss ( 1994, 56) were expected to last from 1 to 1.5 
hours, except in cases wherein the subjects professional commitments will not 
accommodate such a block of time. In most cases, I was able to hold true to this time 
frame. 
In attempting to compile a sample of interview subjects, I have followed the lead 
of Robert Weiss, who suggests the use of a "key informant" or "a knowledgeable insider 
who is willing to serve as an informant on informants" (1994, 20). The sample for this 
current study has been compiled with the assistance of Maestro Korchmar, whose work 
as Professor of Orchestral Conducting at the St. Petersburg Conservatory paralleled the 
final eleven years of Musin' s. He was, in fact, the teacher who "inherited" many of 
Musin's students upon his passing in 1999. These facts put Dr. Korchmar in a unique 
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position to recommend interview subjects to this research project. In addition those 
recommended by Maestro Korchmar, I found further interview subjects via the references 
of those interviewed, thus forming what Weiss terms a partial "snowball sampling" 
(1994, 25). 
Interviewees were selected, with the assistance of Dr. Korchmar, based upon 
three criteria: 1) former pupils of Mus in who are working today in academic and 
professional positions, 2) former pupils of Musin with whom I already had professional 
relationships, 3) former pupils of Musin who, upon completion of Conservatory study, 
began to teach with him in various settings, thus allowing them to observe Musin as both 
a colleague and student. A framework of preliminary questions for the interviews is 
included below. 
Interview Questions and Framework for Conductor/Pedagogues 
After a brief introduction, a recognition of appreciation for participation, and a number of 
questions designed to help the participant to relax and develop rapport, the interview will 
proceed based upon the following question (bearing in mind that the interview process is 
open-ended and may lead in directions not anticipated by the proposed questions): 
1. Please tell me a bit about your musical upbringing. 
2. How did you come to study (or work) with Professor llya Alexandrovich Musin? 
3. What in particular attracted you to study with Musin? 
4. In what ways do you believe Musin' s career as a conductor to have been 
significant? 
5. Do you believe that his career as a conductor influenced the art of conducting, and 
if so, how? 
6. Please discuss the techniques of the Leningrad School created by Musin. 
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7. What did you find unique about his teaching methods which attracted you to 
study with him? 
8. How has his teaching influenced you over the course of your career? 
9. Have you gone into teaching in any way as a result of your acquaintanceship with 
Musin? 
10. In what other ways have Musin's techniques and methods impacted you as a 
conductor and teacher? 
11. Are Musin' s educational contributions significant? If so, how? 
12. In what ways can the conducting techniques and methods of Musin be applied by 
music teachers to daily instruction? 
13. What aspects of Musin's conducting techniques and pedagogical style are relevant 
to contemporary school music education? 
14. What, in your opinion, can current and future teachers learn from Musin's 
pedagogical approach, which will enhance the profession, as well as the musical 
and educational experiences of their students? 
15. Discuss your thoughts of Musin, the conductor. 
16. Discuss your thoughts of Musin, the author. 
17. Discuss your thoughts of Musin, the pedagogue. 
18. Discuss your thoughts of Musin, the contributor to music education. 
19. Please share an amusing or moving anecdote of your studies with Mus in which 
might serve to illuminate for current or future teachers an aspect of his teaching 
which deeply affected you. 
20. What parting thoughts would you like music educators to know about llya 
Alexandrovich Musin and the Leningrad School of orchestral conducting? 
Furthermore, in order to obtain pertinent information on Musin in regards to his 
life course and personhood, I interviewed Musin's son, Eduard I. Musin, who lives in 
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Moscow. A similar framework for preliminary questions for this interview can be found 
below. 
Interview Questions and Framework for Eduard I. Musin 
After a brief introduction, a recognition of appreciation for participation, and a number of 
questions designed to help the participant to relax and develop rapport, the interview will 
proceed based upon the following question (bearing in mind that the interview process is 
open-ended and may lead in directions not anticipated by the proposed questions): 
1. Tell me a bit about Musin's upbringing and how you believe it influenced him as 
a conductor and teacher. 
2. Outside of music, what type of husband and father was Musin? 
3. How did his musical career affect his life course in general? 
4. How did his musical and pedagogical career affect his life course in regards to his 
family? 
5. Were his students a type of extended family to him? If so, how did this fact 
manifest itself in daily life in the Musin household? 
6. In what ways was Musin's career affected by the governing ideology of Soviet era 
politics? 
7. In what ways and to what degree do you believe Musin's career to have been 
affected by the anti-Semitism? 
8. In what ways do you believe Musin's career as a conductor to have been 
significant? 
9. Do you believe that his career as a conductor influenced the art of conducting, and 
if so, how? 
10. Are Musin's educational contributions significant? If so, how? 
11. What, in your opinion, can current and future teachers learn from Musin's 
pedagogical approach which will enhance the profession, as well as the musical 
and educational experiences of their students? 
12. Discuss your thoughts of Musin, the conductor. 
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13. Discuss your thoughts of Musin, the author. 
14. Discuss your thoughts of Musin, the pedagogue. 
15. Discuss your thoughts of Musin, the contributor to music education. 
16. Please share an amusing or moving anecdote of your studies with Musin which 
might serve to illuminate for current or future teachers an aspect of his teaching 
which deeply affected you. 
17. What parting thoughts would you like music educators to know about llya 
Alexandrovich Musin and the Lenin_grad School of orchestral conducting? 
As the aforementioned interviews constitute research using human subjects, I 
recognized my responsibilities in regards to ethical considerations and informed consent 
and has collected such appropriate approvals as the Institutional Review Board of Boston 
University, and Personal Consent to Participate forms from each interviewee. 
Questions within the interview process were open-ended, encouraging the 
interviewee to elaborate on his/her relationship and learning experience with Musin. This 
type of interview constitutes an "unstructured interview" environment, or the "open-
ended ethnographic (in-depth) interview espoused by Fontana and Frey (1994). Working 
within this type of framework, "respondents are asked carefully crafted questions but are 
free to answer them in their own words, rather than to choose one or another 
predetermined alternative (Weiss 1994, 12). Furthermore, this genre of interview format, 
Orcher' s (2005) semi-structured interview, allows for the researcher to proceed from a 
developed set of questions. However, it also allows for the addition of questions based 
upon the reflexivity of the interviewer and the need to explore findings which were not 
expected. 
I acknowledge the danger of recording devices and their ability to encourage a 
33 
subject to "uninhibited reminiscence" (Handlin 1979, 127). Consequently, the historical 
researcher must be aware of the potential for the proverbial "fish story" in obtaining oral 
histories. He/she must, therefore, use a healthy dose of "common sense" in order to 
maintain a balance between the truthful and the exaggerated. 
An additional area of concern in conducting open-ended, qualitative interviews 
presents itself in the gaining of the subject's trust (Frey and Fontana 1994, 367). It was 
expected that the connection formed between researcher and subject, both of whom are 
musical inheritors of the Musin legacy, would suffice to bridge the gap often present in 
interviews of this nature. Throughout the course of the data collection, this was found to 
be true. Inasmuch as the topic herein proposed does not present itself as the proverbial 
"touchy subject", it was not expected that the development of trust between interviewer 
and interviewee would arise. 
As a final stage of the interview process, the interviews were transcribed, giving 
the interviewees the opportunity to validate their information in a post-interview follow-
up session. Given the fact that many of these interviews were done with subjects whose 
professional and academic careers are demanding, when necessary, these follow-up 
sessions, as suggested by Weiss (1994, 57), were done by telephone or Skype. Narrative 
summaries of the interviews will be included in the extrapolation of data in the research 
report. I utilized the services of a transcriptionist in order to alleviate the clerical burden 
of committing the interview transcripts to paper. A timeline for the interview and 
transcription process is included in Appendix G as Figure 4: Interview and Transcription 
Timetable. The search for and examination of pertinent documents continued through the 
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transcription process. 
A number of Musin's former students are at work in the worlds of orchestral 
conducting and teaching today. Ogrizovic-Ciric (2009) suggests that over the sixty-plus 
years of Musin's pedagogical career, he was responsible for educating approximately one 
hundred and thirty conductors in the techniques which he developed at the Leningrad 
Conservatory, roughly ninety of which would go on to become professional conductors 
and teachers of conducting (16). Through qualitative inquiry in individual-structured 
interview form, there is an opportunity to investigate the Leningrad School, by discussion 
of Musin's methods in the classroom. In so doing, this study will explore how Musin 
may have influenced his students, their conducting, and their own teaching abilities. In 
so doing, the research contained herein may present solutions to problems experienced by 
those who prepare teacher/conductors and, subsequently, improve the quality of 
instruction in that field. Combined with Musin's own writings, the interviews will 
provide a first-hand account of Musin in his role of pedagogue, as well as a description of 
the technique of the Leningrad School by those who learned it, teach it, and practice it. 
Delimitations 
This study will be delimited to llya Alexandrovich Musin and his published and 
unpublished writings. Published writings, while no longer in print, are to be found in the 
library of the St. Petersburg Conservatory of Music, as well as in the personal collections 
of former Musin students. Unpublished writings, such as journals and correspondences 
are the property of Musin family members, friends, colleagues, and former students. 
Additionally, other written works to be examined include archival documents such as 
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course syllabi and performance programs of the St. Petersburg Conservatory of Music, 
journal and newspaper articles, dissertation research on conducting pedagogues, and 
books which investigate Musin's pedagogy as seen through his former students. The 
study will be limited by focusing on interviews of Oleg Proskumya, Leonid Korchmar, 
Sian Edwards, Yuri Temirkonov, Alexander Polishchuk, and Valery Gergiev, former 
Musin students who have had significant careers. 
It is important to note that many of Musin's former students are teaching his 
methods in workshop and studio settings. Those who study with these teachers may be 
considered Musin's educational grandchildren. However, having never studied directly 
with Musin, these students will not be included in the interview sample. That is to say, 
only those who studied with Musin personally and directly, within the culture of his 
studio, will be included in the interview process. It is expected that the information 
included in this document will prove valuable to those who prepare teachers/conductors 
for careers on the podiums of secondary school large ensembles, as well as those 
teachers/ conductors, themselves. 
Importance of the Study 
The importance of this study lies in its potential for use in the field of music 
education, particularly for conductor education and music teacher education. It is 
expected that this research will be valuable to the academic community through an 
understanding of the pedagogical style and methods of an educator whose career was 
both long and fruitful, and whose methods may enhance the preparation of 
teacher/conductors through application of a method virtually unknown outside the former 
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Soviet Union until recent years. It is further expected that the research described in this 
study will provide a document which may be referred to in future studies on effective 
preparation of teacher/ conductors. 
Further importance for this study can be found in the fact that, although Musin's 
teaching was specialized to the area of orchestral conducting, his methods may be 
transferable to other areas of conductor-led ensemble instruction. Proskumya, a former 
student and teaching assistant of Musin emphasized the importance of studying Musin 
and his method in the foreword to his translation of Musin's 1957 text The Technique of 
Conducting. He wrote: 
In my opinion, the primary worth of Professor Musin's method is its 
universality. This method serves the purpose of establishing instant and 
productive creative communication with the orchestra because it refers to 
the nature of human physiology, appeals to the conscious and 
subconscious perception of musicians and, most importantly, finally 
equals the 'physics' of the conductor with the 'spirit' and content of the 
music. The method of Professor Musin can be applied to the management 
of any instrumental group or ensemble: orchestra, choir, concert band, 
etc., and eventually could serve as a young conductor's career 'door 
opener.' (Proskumya foreword to translation of Musin 1957, xxx) 
Musin himself, addressed the importance of his method in the training of 
teacher/conductors in The Technique of Conducting (1957). He wrote: 
It is impossible to tutor or learn conducting without having a definite 
purpose, without a well-founded view towards the conducting art, towards 
the content and essence of the conducting technique. (Musin 1957, 9) 
Finally, I openly admit to a degree of researcher bias as regards the subject. 
Being one of Musin' s "educational grandchildren", that is to say that I have studied 
orchestral conducting with several of Musin's students, the possibility for insider bias is 
at a heightened level. However, as I never had the opportunity to study with Musin 
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directly, I believe that there is a wealth of information to be found in interviewing those 
who studied the art of conducting in his studio. That being said, I believe that I bring a 
unique and compelling set of qualifications to the topic. In addition to my study of the 
Musin technique, I have also served as an editor of two Musin texts, The Inner-Impulses 
and Gestures of Orchestral Conducting (Proskurnya 2011) and a translation of The 
Technique of Conducting (Musin 1967). Finally, I also serve as a full faculty member of 
the International Academy of Advanced Conducting after llya Musin, an organization 
providing workshops on Musin's conducting and mentoring in the United States and 
Russia. Given these conditions and the following of historiography research design 
practices, as was stated earlier in this document, has significantly reduced the researcher 
bias in the data collection and dissemination. 
Roman philosopher and statesman Marcus Tullius Cicero said, "Not to know the 
events before one was born, that is to remain always a boy" (Peter 1977, 243). This study 
presents an opportunity to cultivate the important work of objectively examining the past, 
to utilize its successes and learn from its mistakes in order to develop pedagogical 
pursuits which will enlighten future musicians and their teachers, and following Cicero' s 
philosophy, to guide music educators to a better understanding of Musin's pedagogical 
contributions. Historical/biographical research carries out the important task of studying 
renowned and dedicated educators whose legacy has shaped not only multiple 
generations of music educators and conductors, but also the act of documenting and 
understanding exemplary teaching and teachers, and is a worthwhile scholarly endeavor. 
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Chapter II 
Ilya Alexandrovich Musin: Life Course and Personhood 
Childhood and Adolescence 
In an attempt to understand and apply the techniques which Musin developed and 
espoused, it is important to trace his life course and personhood. In other words, it is 
valuable to know from whence Musin came. In so doing, we may analyze the influences 
upon his development which are societal, geographical, religious, socio-economic, and 
professional. Through an investigation of these factors , we may begin to understand the 
entire person of llya Musin and make critical analyses of how these issues played out in 
his teaching, his method, and his development of teacher/conductors. 
llya Alexandrovich Musin was born into a family of five, none of whom formally 
studied music, in the provincial city of Kostroma. Kostroma, founded by Prince Yuri 
Dolgoruky (the founder of Moscow), was in the years before the construction and growth 
of St. Petersburg, the third largest city in Russia, after Moscow and Yaroslavl (Way to 
Russia 2009). It boasted important industries that supported the Russian navy and was set 
up as a defensive fort at the trading junctures of the Volga and Kostroma Rivers. 
However, by the time of Musin's birth, Kostroma, its skyline punctuated by classic 
Russian onion domed churches and dominated by the St. lpatiev Monastery, had become 
an important center of culture in provincial Russia. This sleepy town into which Musin 
was born seemed oblivious to the turmoil of turn-of-the-century urban Russia. Said 
Musin many years later, "I never noticed the Revolution. It didn ' t get to Kostrama" 
(Lally 1997). 
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It was into this environment of peaceful living, as recorded using the old Russian 
calendar, that Musin was born on December 24, 1903 (Ogrizovic 2009). With the onset 
of Russia's use of the Western calendar, a more efficient date of birth is calculated as 
January 7, 1904. However, within the first six years of his life, Musin was to come to 
grips with the loss of a portion of his immediate family. In the midst of an epidemic of 
diphtheria, the Musin family would lose its mother and the youngest of its children 
(Ogrizovic 2009). 
Early Musical Study 
The beginnings of musical study for young Musin came at the hands of his father. 
A watchmaker and lover of all things musical, Alexander Musin encouraged his son to 
invest himself in a study of music. Young Musin's first forays into the musical world 
would be with the violin, a circumstance which he looked back upon with both humor 
and regret. He said, "I had never heard playing on the violin and did not have any idea of 
why I needed to lead the bow over the strings" (Musin 1995, 7). Subsequent personal 
study led Musin to claim a passable talent on the classic Russian balalaika. However, it 
was not until he was to take up study of the piano that Musin would begin the journey of 
a thousand steps which would ultimately consume his personhood. 
By his own account, Musin's early musical training consisted of those musical 
opportunities which were available to a young person in the provinces of Russia (Musin 
1995). His introduction to music seems to have come, at that time, exclusively from 
study of the piano and his hearing of the traditional Russian folksongs sung by the 
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women of Kostroma (Leach 2004). Musin, more interested in art than in music, 
explained it in this manner: 
My destiny has been unusual. I grew up in a town where concert music 
didn't exist. Until age 11 I never heard any music at all. People sang, but 
there weren' t any records. We didn't have radio. I loved drawing. It was 
my talent. But my father wanted to make a musician of me. He forced me 
to play the piano against my will. Every day he sat next to me at the piano 
while I practiced. Everyday. Then one day I heard someone behind the 
wall playing "Eugene Onegin", Tchaikovsky's opera, on the piano. I 
began looking for the music. Then I told my father that I was going to 
study at the conservatory. (Lally 1997) 
So it was to be in the spring of 1919, at the age of 16 years, that Musin was 
transported by his father from the relative calm of Kostroma and Russia's provinces to 
the capitol of Russian society, Petrograd (Eduard Musin interview 2013). Spending the 
first night in the home of an aunt in Petrogradskaya, a neighborhood behind the Peter and 
Paul Fortress, Musin was amazed by the size and scope of the city. He was "humbled" 
by his first sight of the Conservatory and Mariinsky buildings which would both become 
such a large part of his life (Musin 1995, 12-13). The city was alive with the spirit of the 
October Revolution not yet two years old. It was teeming with the resultant migrations 
brought about by another revolution, this one industrial, which had swelled the 
population of Petrograd to more than two million, more than half again its 1900 
population (Lincoln 2000). 
Conservatory Study 
With that simple hearing of Tchaikovsky's classic work on the writings of 
Pushkin, what was once a begrudging study of the piano became, for Musin, an intense 
passion for the study of everything musical (Edwards interview 2013). It was for this 
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reason that in 1919, after the overthrow of the monarchy by the Bolshevik Revolution of 
1917, he was to move to Petro grad to begin studies at the famed State Conservatory of 
Music. It was in this environment that he was to form and maintain friendships and 
acquaintances with many of the Soviet era's finest composers and performers. In fact, 
standing in line behind him in line to join the Conservatory on that first day, was a 
bespectacled young man whose name would become household throughout the twentieth 
century. Throughout his life, Musin cherished his ties to his classmate Dmitri Dmitrivich 
Shostakovich, to whom he referred as "Mitya". They had, in fact, joined the 
Conservatory in the same class, on the same day (Ross 2007, 575). 
The Conservatory had served as musical and academic home to some of Russia's 
greatest talents. Anton Rubenstein was its founding director (Leach 2004) when it 
opened its doors to the first class of students in 1861. Amongst the 179 musicians 
accepted into its ranks, the Conservatory welcomed a "shy, unassuming clerk of a 
department in the Ministry of Justice, the twenty-two-year-old Peter Tchaikovsky" 
(Volkov 1995, 74). Tchaikovsky, like many others, had given up a career in the 
elephantine bureaucracy of imperial St. Petersburg in order to pursue the dream of music. 
As the years progressed, the list of luminaries whose careers began within its walls 
brought fame to Rubenstein's incarnation. This list would come to include the likes of 
Heifitz, Milstein, Mravinsky, Prokofiev, and Balanchine (Volkov 1995). 
Sharing Shostakovich's excitement for the "musical world-within-a world" 
(Wilson 2006, 40) of the Conservatory, Musin began his Conservatory study as a member 
of the piano studio of Alexander Nikolaevich Dubadov. Although Dubadov was to leave 
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the Conservatory after Musin's first year of study, Musin continued to credit him with the 
precision in Musin's life-long playing style (Musin 1995). It was at this time, at the age 
of sixteen, that the young Musin was first introduced to the sounds of the symphony 
orchestra (Edwards interview 2013). 
By order of the Tsar, himself, the name of St. Petersburg had been changed to 
Petro grad at the onset of World War I in order to avoid the Germanic-sounding moniker 
given it by Peter the Great more than two hundred years before (Lincoln 2000). Visiting 
diplomats hailed the name change as "a protest of Slavic nationalism against Germanic 
intrusion" (Lincoln 2000, 195). After the Revolution of 1917 and the subsequent 
Bolshevik takeover, the newly renamed Petrograd State Conservatory of Music suffered, 
along with its city, through the devastation of the Russian Civil War. Fighting raged in 
and about the suburbs of Petrograd, and at one point in the fall of 1919, a detachment of 
the White Army (those loyal to the idea of a restoration of the monarchy) under General 
Nikolai Iudenich occupied the Pulkovo Heights at the very gates of the city. It was not 
until Bolshevik Commissar of War Lev Trotsky arrived in Petro grad and pleaded for "a 
few thousand people who have firmly resolved not to surrender" that the city was 
securely in Red hands (Trotskii 1923, 399). Throughout the conflict, the Conservatory, 
as were all public institutions, was forced to deal with shortages of food, water, and 
heating fuels. Thanks in large part to the dedication of the Conservatory director, 
composer Alexander Glazunov, the school never closed its doors, although the building 
was, throughout the winter of 1919, an unheated shell. Musin said, "There was a small 
iron stove in the classroom, and every student was required to bring something for the 
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fire" (Leach 2004, 22). Throughout the relentless winter, Musin was to suffer a fate 
worse than that of his famous classmate. While Shostakovich appeared frail and weak to 
the casual observer, he was, nevertheless, to survive his conservatory years without 
significant incident or injury (Nice 1999). Ross suggests that Shostakovich's survival 
may have been, in part, due to the fact that his father provided Conservatory Director 
Glazunov with illegally obtained alcohol from the Bureau of Weights and Measures, who 
in tum, saw to it that young Shostakovich remained well fed and protected (2007, 242). 
Musin, ever the rehearsalist, was to subject his hands to long periods of exposure to the 
elements while practicing in unheated rooms, thus developing the tendonitis that would 
deny him the career as a pianist he so craved (Boico conversation 2013). 
With piano performance on a professional level no longer a realistic possibility, 
Musin turned to Professor Nikolai Maiko, Music Director of the Petrograd Philharmonic 
Orchestra and Professor of Conducting at the Conservatory (Edwards interview 2013). 
Maiko, who had himself studied with Rimsky-Korsakov, returned to Petrograd and 
endowed a program in orchestral conducting at the Conservatory. Under Maiko's 
direction, the Conservatory would become a major center for the study of conducting. 
His text on conducting, The Conductor and His Baton, still serves as a stellar example of 
literature on studio teaching (Leach 2004). Musin, after an unsuccessful audition with 
Maiko, pleaded for and received remedial tutoring. After which, he was admitted to 
study with the great Maestro (Heine conversation 2013). 
Musin began to study the orchestral and operatic literature in earnest, attending 
concerts, rehearsals, and operas on a daily basis. During the winter of 1919, his first year 
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of conservatory study, Musin would attend over eighty operatic performances and over 
fifty concerts of the Petrograd Philharmonia (Ogrizivic 2009). Performances and 
rehearsals of note attended and studied by the young Musin were Boris Gudonov (with 
Fyodor Chaliapin), early performances of Stravinsky's Firebird, and Prokofiev's For the 
Love of Three Oranges (Leach 2004). Years later, in an interview with The Sun, Musin 
would speak on those years saying, "The Conservatory was so cold. So, every day I went 
to the Philharmonic building to listen to rehearsals. The fighting was going on all around 
the city, but we still had lessons. And going to the Philharmonic gave me a chance to get 
acquainted with all the great musical literature" (Lally 1997, 4E). He went on to say in a 
subsequent interview, "I became absorbed in the new impressions. I went to the theater, 
to concerts, and to rehearsals so often that I had no room for politics, and I endured the 
hunger and cold of these lean years" (Thompson 1998, 11). 
It was in the brutal atmosphere of the Conservatory that Musin was to come to his 
accepted profession of conducting and its teaching. This development was to lead him 
down a path which would eventually bring him back to his beloved Conservatory in 1930 
as a Professor of Conducting (Proskurnya conversation 2012). 
Family 
Information in the existing print literature concerning Musin's role as patriarch of 
his family is thin at best. However, conversations with his former students suggest that 
he was a devoted husband and father and that his family was ever-present in his thoughts, 
if not in person (Proskurnya 2012 informal conversation). Nice (1999) suggests that 
Musin was nearly as successful in the role of husband as he was in his more public roles 
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of conductor and pedagogue. At the insistence of his teacher and mentor, Nikolai Maiko, 
Musin had applied for and received employment teaching conducting at the Central 
Music Technicum in Leningrad in 1930. Later, he would write, "At that time, I did not 
know that destiny directed me to the road that became my calling, the part of my whole 
life" (Musin 1995, 106). It was there that he met a gifted young pianist named Anna 
Aranovna Kogan, who would become his wife. Having married Anna Aronovna in 1930, 
shortly before beginning his duties at the Leningrad Conservatory, their marriage was to 
endure through Stalin's purges, the Great Patriotic War, and Musin's devotion to his 
music, his students and his art (Eduard Musin interview 2013). Eduard recalled his father 
in this manner: 
His relationship with his wife (my mother) was very warm, friendly, and 
gentle until the last days of mom's life- she passed first. I think a big role 
in their lives was the fact that both of them were musicians, and worked 
for many years together. My mother was a concertmaster in his class. It 
also helped that they understood each other's professional issues and 
enjoyed each other's fortunes. Mom was a safe harbor and reliable support 
in father's life. They never separated, and went to concerts or vacations 
together. (Eduard Musin interview 2013) 
Musin student, Edwards, remembers Anna Aronovna as a protective and 
formative influence in Musin's life. Having come to Leningrad as part of a cultural 
exchange experiment between the British and Soviet governments, and as a result of an 
admitted "infatuation" with the conducting style of Neevi Jarvi (another of Musin's 
students), Edwards was determined to study with Musin. However, upon arrival, 
Edwards was distressed to learn that Musin's studio was already full. Upon advice of 
physicians, and orders of Anna Aronovna, Musin, who had suffered a serious heart attack 
in the previous year, had agreed to reduce his teaching load to ten students. Against the 
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wishes of his wife, Musin agreed to admit Edwards as the eleventh student in small group 
studying with him. For this reason, it was to take the better part of her first-year studies 
for Edwards to win over Anna Aronovna, who saw herself not only as Musin's wife, but 
as his protector, as well (Edwards 2013 interview). 
According to Eduard Musin, Musin and his wife had experienced sixty-one years 
of marriage when Anna passed away in 1992. Both had been born in imperial Russia, 
lived through the seventy-four year experiment with communism in their homeland, and 
emerged to die in a democratic Russia (Edward Musin interview 2013). 
Musin was father to two sons, one of whom died in infancy. However, his 
younger son, Eduard, lives in Moscow and continues to maintain his father's collection of 
music, writings, and paintings in the apartment in which Musin lived near the 
Conservatory (Leach 2004). The apartment is filled with other bits of creative endeavor, 
such as sketches, notes, and manuscripts. Musin's son Eduard remembers his father as 
having been always engaged in creative processes, which, outside of music, included 
writing and painting. He said: 
Certainly, father always helped me when I was doing homework and 
brought interesting books to read. Though, he did his best because he was 
very busy at work and could not spend much time with me. In my 
opinion, what affected me the most was the issue of communication, his 
personality- he was unusually pure, honest, conscientious, and fanatically 
enthusiastic in his work. Subsequently, it affected the family's relations. 
(Eduard Musin interview 2013) 
These were pursuits which he followed throughout to the end of his life. He was always 
seeking new ideas, developing analogies to real life, and learning from other art forms. 
"He loved music and he brought his whole life to music" (Eduard Musin interview 2013). 
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Career within the Soviet System 
Inasmuch as the vast majority of Musin's professional life was spent in the 
classroom, existing literature on the professional conducting career of Musin is sketchy at 
best. Information from the early years of his career can most readily be found in 
biographies on Soviet-era composers and conductors (e.g. Elizabeth Wilson's 
Shostakovich: A Life Remembered) and books on Soviet politics and the affect it 
may/may not have had on artists working within the system (e.g. Simon Sebag 
Montefiore's Stalin: the Court of the Red Tsar). With the exception of a short-lived stint 
as chief conductor with the Philharmonic Orchestra in Minsk during World War II, 
Musin was unfortunate in his pursuits at a long-term podium. Speculation concerning the 
reason for this fact forms a leit-motif throughout the literature on this period. Boico 
suggests that Musin may have been denied a major conducting appointment as a result of 
his refusal to join the Creative Union of Musicians and Composers, the Soviet body 
governing the work and output of composers and musicians within the countries making 
up the USSR (Boico conversation 2013). Musin pupil, Valery Gergiev, as quoted in 
John Ardoin's research on the Kirov Opera Company, is more pointed in his statements, 
suggesting that professional jealousy, as well as politics, played a major role. He stated: 
Musin's career as a conductor was never a big one like Mravinsky's 
because he had no interest in communist politics and wouldn't play that 
game. He also openly criticized the way Mravinsky made music. They 
didn't like each other, and Mravinsky kept him from conducting the 
Leningrad Philharmonic. But then Mravinsky did not like many other 
conductors. (Ardoin 2001 , 22)1 
1 Evgeny Mravinsky was a contemporary of Musin who had been a classmate at the Petro grad 
Conservatory. The classmates had been assistant conductors together with the Leningrad 
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Boico further supports Gergiev in his suggestion that Musin was the clear choice 
to succeed Fritz Stidry as the Music Director of the Leningrad Philharmonic in 1936, 
when he was sent away to prepare the Minsk Philharmonic for a certain big celebration 
on the Communist calendar (Boico conversation 2013). 
Further information on Musin's early career is provided by reporter David Nice of 
the London Guardian. Nice (1999) suggested that in addition to anti-political sentiment, 
Musin's Jewish heritage may also have played a role in his inability to garner attention 
from major orchestras, a point supported by Musin's son, Edward (Edward Musin 
interview 2013). Radzinsky confirmed the terrible problem of anti-Semitism, particularly 
during the regime of Josef Stalin. He stated, "As a small child Soso [Stalin] was given 
his first lesson in malice toward the Jews by his father" (Radzinsky 1997, 25). This 
hatred was to be played out in even more brutal fashion in Stalin's 1949 campaign 
against "homeless cosmopolitans," his name for Russian Jews whose appreciation for 
things outside Russia served as an impediment to the communist doctrine and ideals 
(Radzinsky 1997, 532). Such sources would seem to suggest that political wrangling 
may have played a significant role in Musin's withdrawal from professional conducting 
into the world of academia. 
Conservatory Teaching 
In the fall of 1932, at twenty-eight years of age, llya Musin would return to the 
Conservatory which formed his life course. However, on this occasion, he would return 
as Professor of Conducting (Musin 1995). Over the ensuing sixty-nine years, spanning 
Philharmonic Orchestra. Mravinsky went on to assume leadership of the orchestra from 1938-
1988. 
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seven decades, Musin would bring his specialized theories and techniques on non-verbal, 
musical communication and its power and importance to students, who would one day fill 
large portions of the world's major orchestral podiums. Valery Gergiev, Music Director 
of the Mariinsky Theatre, once said of Musin, "He was one of the greatest teachers of the 
twentieth century ... He made the Leningrad Conservatory one of the world's best centers 
of music. Although Shostakovich taught there and it had many important piano and 
string teachers, none of them so consistently produced fine students as did Musin, from 
the late 1920's until his death" (Ardoin 2001, 21-22). Musin student and current Chief 
Conductor of the St. Petersburg Philharmonic Orchestra supports Gergiev' s praise in 
saying, "Musin created his school for conducting. Like in the case of Paganini, many 
played [the] violin before him; but, only after him came the real school with rules, etc." 
(Temirkanov interview 2013). 
The legacy Musin left from his life in the classroom exists in the form of the 
nearly one hundred and thirty conductors he taught, approximately ninety of whom work 
and teach his methods in conservatories and studios the world over. Examples of such 
conductor/teachers are Valery Gergiev, Yuri Temirkanov, Semyon Bychkov, Vladislav 
Chemushenko, Vasily Petrenko, Sian Edwards, Oleg Proskumya, Leonid Korchmar, 
Alexander Titov, and Alexander Polishchuk. 
The Great Patriotic War 
On June 22, 1941, Nazi Germany declared war upon the Soviet Union. The shock 
and consternation of the Soviet high command (Radzinsky 1997) was echoed by the 
common Leningrader when, on July 14, as if in a scene replayed from 1919, enemy 
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troops were within sight of the city. As had been called for by Trotsky twenty-years 
earlier, the citizens of the besieged city took up arms in defense of their "Cradle of the 
Revolution", with citizen's brigades setting down the tools of factory work and taking 
their places at machine gun nests placed strategically at Leningrad's most open and 
vulnerable landmarks, the Haymarket, Theatre Square, the Field of Mars, the Winter 
Palace, and various other places of note (Lincoln 2000). Intellectuals and artists were not 
exempt from deployment in defense of the city. While some worked in defense 
industries, such luminaries as Dmitri Shostakovich spent his non-teaching time 
commanding a fire brigade from the roof of the Conservatory building (Time 1942, 33-
35). 
While many believed the defense of their city to be a patriotic gesture which 
would consist of a short time of suffering followed by the glory of a Soviet victory, little 
did they know that the Nazi high command had other plans for the city of Lenin. In a 
secret directive dated September 22, 1941, the following policy was established: 
The Fuhrer has decided to wipe the city of Petersburg from the face of the 
earth ... After the defeat of Soviet Russia there is no interest in the further 
existence of this large inhabited area ... We propose blockading the city 
tightly and to level it through artillery shelling of all calibers and constant 
bombing from the air. (Volkov 1995, 426) 
What was to result was a 900-day siege of Musin's beloved Leningrad. With the city 
isolated by the Nazi bombardment, basic services such as food, water, and electricity 
were at a minimum, and before the siege would end, more than 600,000 of the city's 
residents would succumb to hunger, disease, and other war-related deaths. Four thousand 
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Leningraders are said to have died from starvation on one day, Christmas Day 1941 (The 
Siege of Leningrad). 
This encirclement and siege was unlike any other known in the history of modern 
warfare. By romparison, the siege of Vicksburg, during the American Civil war, lasted 
forty-eight days and resulted in the deaths of slightly more than one hundred women and 
children. On any day between January and April, 1942, more people perished in 
Leningrad than in Vicksburg's entire trauma. In the siege of Paris (1870-1871), Parisians 
had been reduced to eating domestic animals for survival, while in Leningrad, during the 
horrific winter of 1941-1942, rumors of cannibalism were rampant (Lincoln 2000). 
Early in the siege, the Soviet government made the decision to evacuate the 
intelligentsia of Leningrad to safety in the city of Kuibyshev (Wilson 2006). Musin had 
been vacant from the city during the siege, having taken the position of chief conductor 
of the Minsk Philharmonic Orchestra. As it was on the Polish border and far from the 
cultural life of Leningrad, Korchamar (2013 interview) suggests that Musin, never having 
joined the Soviet government's Creative Unions of Musicians and Composers, was sent 
to Minsk as punishment for his un-Soviet behavior. Having been "invited" to conduct 
and teach at the Minsk Conservatory, Musin left Leningrad in 1937, not to return until 
1944. 
The relative calm of Minsk was shattered by the German lightning attack across 
Poland and into Russian territory. Musin, his wife, young son, and a nanny were forced 
to make a dangerous escape by any means, including by foot, narrowly escaping the 
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German bombardment of that city (Edwards interview 2013). Musin wrote of the journey 
in his 1995 memoirs saying: 
We left our bags at the basement and took only the one containing my tails 
and best suit, Anna's fur-coat, best dresses and other things ... Somewhere 
around 10-11 PM, a truck pulled next to the house and a military officer 
announced that women and children could get in for evacuation. I, as a 
"responsible" citizen, said to Anyushka, "Sit down with Edik and leave." 
But my wife was not "responsible." Rather, she was just a wise and 
practical woman (which eventually saved us). Sbe replied: "I'm not going 
anywhere without you." The truck was full to the brim ...... .I appealed to 
the military officer, who had come with the truck, "Please let me go with 
my family." "Move on," was the answer. It is not necessary to mention 
that we did not even think to take our suitcase. The military officer said 
goodbye to his wife and child and the truck went into the burning streets. 
On the way we were stopped by a group of soldiers with guns. We thought 
it was some kind of military post or something. Not at all. They climbed 
into the car over the heads of other people. All the way I was standing on 
one leg since there was no space to put the other down. (Musin 1995, 176) 
Avoiding German attacks along the way, the arduous journey was to take more than a 
month. Musin and his family arrived in Voronezh where he set up temporary 
housekeeping with his sister and her husband (Ogrizovic 2009). Throughout his life, 
Musin would tell his students harrowing accounts of this experience, including a story of 
having slept a night in a barn with his family, only to be awakened by German soldiers 
searching the nearby woods. Fortunately, the family was not detected (Proskurnya 
informal conversation 2013). 
Having arrived at Voronezh, Musin quickly sent news of his whereabouts by 
telegram to his former Conservatory colleagues from Leningrad. The Conservatory's 
faculty and students had been evacuated for protection to Tashkent, a capital city of one 
of the USSR's Asiatic Republics, and after a request by the faculty to Stalin himself, 
Musin was reinstated as a Professor of Conducting at the conservatory (Leach 2004 ). 
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Quickly thereafter, Musin rejoined his Conservatory colleagues and rededicated himself 
to the work of teaching and preparing the Conservatory orchestra (Boico conversation 
2013). Over the next three years, he set about the tasks of teaching conducting, 
conducting the Conservatory orchestra, and collecting the writings that would, one day, 
become his thesis on conducting, The Technique of Conducting (Ogrizovic 2009). 
Post-War Career 
In the years that followed Stalin's campaign of terror through gulag 
imprisonment, torture, or execution, it seems that the question of anti-Semitism may not 
have been as high a hurdle for Jewish musicians such as Musin, as were the mercurial 
feelings of the new Communist Party General Secretary Nikita Krushchev. Krushchev, 
an uneducated coal miner from the Ukraine, was often influenced more by his need for 
political advancement and, thus, formed his often-changing ideas toward all artists based 
upon the whims of his political cronies (Taubman 2004,). Therefore, musicians such as 
Musin, while somewhat freed from the constraints placed upon them by Jewish heritage, 
were still shackled by the massive soviet political machine and its piques and 
peculiarities. However, Musin himself, summed it up best in his autobiographical work 
Lessons of Life. "I decided that I would have to live without the Great Hall of the 
Philharmonic and concentrate on my teaching" (Musin 1995, 56). (See note below for 
disclaimerl 
2 It is not my intention to guide the research proposed in this document into the field of political 
ideology. However, it is a given that in the arts, nothing occurs in a vacuum. While Musin's 
career was not guided solely by his political interests and those of the prevailing powers in Soviet 
Russia, it would be naive at best, and irresponsible at worst, not to investigate the impact of such 
factors on his career and his teaching. 
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Over the years following World War II or The Great Patriotic War, Musin would 
establish himself as a preeminent teacher of the art of conducting. His studio in 
Leningrad attracted the elite youth of the conducting world, many of whom would travel 
from Western Europe and the United States in order to be indoctrinated into the 
techniques which were quickly becoming known as the Leningrad School of orchestral 
conducting. Through Musin's studio would pass a great number of the young men and 
women who would become important figures, filling the podiums of some the world's 
most respected orchestras and opera houses. In fact, former Musin students are at work 
throughout the world. These conductors include Yuri Ternirkanov, Chief Conductor of 
the St. Petersburg Philharmonic Orchestra and Conductor Laureate of the Baltimore 
Symphony Orchestra; Valery Gergiev, Music Director of the Mariinsky Theatre, 
Principal Guest Conductor at the Metropolitan Opera House and former Music Director 
of the Rotterdam Philharmonic Orchestra; Semyon Bychkov, Music Director of the WDR 
Symphony Orchestra, former Chief Conductor of Orchestre de Paris, and Professor of 
Conducting at London's Royal Academy of Music; Martyn Brabbins, Chief Conductor of 
the Nagoya Philharmonic (from 2013) and Principal Guest Conductor of the Royal 
Flemish Philharmonic; Sian Edwards, former Music Director of English National Opera; 
Oleg Markievitch; V. Sinajsky; and A. Titov (the final three being laureates of the 
Karajan International Conductors Competition (Nicotra 2007). 
Elder Statesman 
Musin, in typical humility, was to survive the era of communism in Russia, 
ushering it in as a conservatory student and closing its door as a respected and admired 
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pedagogue some seventy-four years later. It was in these final years of Soviet Russia that 
Musin was to again ignite his professional conducting career. Still teaching on a daily 
basis, the then 90-plus years-old Musin embarked on a series of guest conducting 
engagements across Russia. Finally, in 1994, Musin student Yuri Temirkanov, Chief 
Conductor of the St. Petersburg Philharmonic Orchestra, invited his mentor to conduct in 
the Great Hall of the Philharmonic, thus fulfilling a life-long dream of conducting the 
ensemble which had been withheld from him (Leach 2004). Two years later, 92-year-old 
llya Musin was to leave Russia for the first time in his long life in order to conduct the 
Royal Philharmonic Orchestra in London (Edwards interview 2013). Under the auspices 
of his former pupil and RPO conductor Edwards, Musin electrified audiences with his 
"utter transformation of the Royal Philharmonic Orchestra" (Payne 1996). Musin 
acknowledged his debt to his students in regards to this late-in-life resurgence in stating, 
"I conduct at the Kirov through the hands of my pupils" (Leach 2004, 26). The fact that a 
great number of his former proteges were willing to turn over major podia to Musin 
suggests that his impact upon his students did not end at the Conservatory door and 
furthers the suggestion that a chronicle of his teaching methodology will inform future 
teachers of successful technique in the classroom and studio. 
A wealth of information on Musin' s pedagogy presents itself through an 
investigation of Professor llya Alexandrovich Musin in his little-known role of author. 
As stated previously, Musin wrote three major works over the course of his life. The 
Technique of Conducting (1967) and The Education of a Conductor (1987) deal 
specifically with the methods developed by Musin at the Leningrad (later St. Petersburg) 
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Conservatory from 1930- 1999. The final book, Lessons of Life (1995), is an 
autobiographical account of Musin's life in music and, more importantly, in teaching 
music. These works were originally published by the Soviet Union's State Publishing 
House for artistic works, Muzyka Publishing, whose offices are in Moscow and St. 
Petersburg. Within the Soviet Union (and later the Russian Federation) these works were 
quite popular. However, given that these books are not yet translated, they constitute 
rarities in the Western world. I am in possession of the draft translation of the 1967 text, 
as well as having full permission for its use in this research. Additionally, the 1987 text 
of Musin is currently in translation and is expected to be made available during the 
course of these dissertation studies. 
In addition to Musin's aforementioned texts (The Technique of Conducting, The 
Education of a Conductor, and Lessons of Life) , a number of recent publications in 
English language versions by former Musin pupils have helped to illuminate the 
Leningrad School to the non-Russian language conductor. The Inner-Impulses and 
Gestures of Orchestral Conducting (20 11) by Oleg Proskurnya, DMA makes use of 
excellent descriptions and helpful diagrams which portray the lessons of Musin. In 
particular, Proskurnya' s descriptions of Musin's "picking up of sound" (Proskurnya 
2011, 62) and his reliance on the Professor's theory of the "contour of sound" are most 
enlightening (Proskurnya 2011, 102). 
The publication of Ennio Nicotra's "Introduction to the Orchestral Conducting 
Technique in Accordance with the Orchestral Conducting School of Ilya Musin" is a 
recent addition to the available literature on Musin's teachings (2007). The work, with its 
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DVD format technique demonstrations, is available with English, French, German, and 
Spanish accompanying texts and makes use of many of the teaching techniques used by 
Musin in his studio, namely the use of two pianos. This allows the student to actually 
conduct. This fact, according to Musin, is of the utmost importance. "The problem that 
every conductor faces is: how do you actually develop if you have no one to conduct" 
(Leach 2004, 24)? 
Throughout his later years, Musin continued to teach with his customary youthful 
zeal. Those who were studying with him in his last days remember his powerful and 
vibrant modeling sessions on the podium of his third-floor Conservatory studio. These 
students recalled the teachings of his later years as "combining the wisdom and 
experience of a ninety-five-year-old with the exuberant vigor and strength of a twenty-
five-year-old ... When Musin was walking to the conservatory, he seemed to carry himself 
like an elderly man; however, after a day of teaching, he would take on a youthful 
spirited step on his way home. Musin loved young people. He loved his students." 
(Leach 2004, 26) 
His death in St. Petersburg3 in June of 1999 was mourned throughout the musical 
and conducting worlds as the loss of a major pedagogue (Heine conversation 2013). 
Musin, ever the self-disciplinarian, had not left the classroom until three days before his 
death. 
3 The name of Leningrad was removed by vote of the city's residents in 1991, after the fall of the 
Union of Soviet Socialist Republics, and restored to the original name given it by Tsar Peter the 
Great in 1703. 
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Conclusion 
The biography of llya Alexander Musin exposes a life in service to music. While 
others working within the system of governmental xenophobia and paranoia which was 
indigenous to the Soviet experiment lived a life of service to the state, Musin devoted his 
to the service of others. Denied his own podium for reasons of his Jewish heritage and 
political non-affiliation, Musin set aside his own conducting aspirations and, instead, 
trained generations of talented conductors the art of experiencing the emotion within 
music and communicating it to others. Leach (2004) wrote, "By nature, Musin was a 
gentle reserved man of great humor, who was very helpful and accessible to his students, 
even providing quiet financial support to some gifted young conductors" (25-26). Said 
student Edwards, "I would say [that he was an] absolute giant in his field and, at the same 
time, someone who was very humble. [He was] a very simple man actually in many 
ways, but, with a great love of music (Edwards interview 2013). 
Although the Great Hall of the Philharmonic called to him throughout his career, 
the small hall of the studio, surprisingly, called with an equally strong voice. An 
important question seems to be, "Would Musin have given up his studio to conduct at a 
major venue?" To answer confidently in either the negative or the positive would 
represent gross speculation. However, Musin suggests that as a younger man whose 
desire to conduct was strong and whose spirit was not yet damaged by the Soviet political 
machine and its constant machinations, he may have indeed followed his dreams and 
pursued offers of conducting positions. However, he gives equally supportive evidence 
to suggest that, after negative experiences with the Leningrad Philharmonic Orchestra 
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and his ill-fated career with that ensemble, he found comfort and purpose in the teaching 
studio (Musin 1995). From this point in his life, it seems evident that Musin believed his 
place was in teaching rather than professional music-making. 
A second and equally-interesting question poses itself. Had Musin pursued a 
career in conducting while continuing to teach, as has been done by many conductors in 
Russia (e.g. Yuri Ternirkanov, Valery Gergiev, Alexander Polishchuk, Semyon 
Bychkov), would he have been a more effective teacher? Again, one can only begin to 
speculate an answer to this question. While it is reasonable to think that it would be 
advantageous to have consistent work with an orchestra in order to test out the theories 
and techniques one is teaching, it may be argued that the modem conductor, with the 
constant travel demands of his/her professional calendar, may not be in the best position 
to hone the craft of teaching. Musin may not have been a great artist. This standpoint is 
supported by Korchmar (Korchmar interview 2013). However, his students agree that he 
was a consummate teacher. Conversely, Ternirkanov is considered a dynamic and gifted 
conductor. However, is he the best teacher? 
The Western world has only now begun to acknowledge the contributions of this 
master teacher to the realm of music making, teaching, and teacher/conductor 
preparation, , as is evidenced in the participation of increasing numbers of participants in 
Musin workshops across the United Stated in recent years. The conductor Alexander 
Polishchuk, former Musin student, chief Conductor of the Novosibirsk Chamber 
Orchestra, and Professor of Conducting in Musin's studio at the St. Petersburg 
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Conservatory, summed it up best. He said, "Musin taught a style of understanding ... and 
he made music from his soul" (Leach 2004, 27). 
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Chapter III 
Ilya Alexandrovich Musin: Pedagogue 
While llya Alexandrovich Musin filled many roles for his students and for the St. 
Petersburg musical scene, it is in his role as pedagogue that most remember him best 
(Heine conversation 2013). Valery Gergiev, Music Director of the Mariinsky Theatre, 
once said of Musin, "He was one of the greatest teachers of the twentieth century ... He 
made the Leningrad Conservatory one of the world' s best centers of music. Although 
Shostakovich taught there and it had many important piano and string teachers, none of 
them so consistently produced fine students as did Musin, from late 1920's until his 
death" (Ardoin 2001, 21-22). For student Leonid Korchmar, conductor at St. 
Petersburg's Mariinsky Theatre and Professor of Conducting at the St. Petersburg 
Conservatory recounts of Musin: 
He was always open to any contact. You know, there was always around 
him a kind of community. The students were a community, and they 
shared always ideas, thoughts, emotions, knowledge. But there were 
specifics about his persona which attracted to him students and musicians. 
I think it was very important because he was a teacher not only teaching 
conducting, but teaching more things than music. His attitude in the world 
of music is incomparable to me. (Korchmar interview 2013) 
Critical analyses of such comments suggest that, in addition to his ability as a 
teacher and communicator, Musin possessed certain charismatic personality traits which 
attracted students to him. It is interesting to note that many students speak, as did 
Korchmar above, of the sense of community which Musin instilled in his classroom and 
those who populated it. In other words, a collegial atmosphere was practiced, wherein 
students assisted one another. We will see in the course of this study that Musin could 
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indeed be harsh with his students on occasion. If so, the following speculation is in 
order: Was the aforementioned development of community an attempt by Musin's 
students to shield one another from the occasional Musin outburst, or rather, was it an 
outcropping of the mentality of the teacher himself? The research contained herein 
suggests the latter rather than the former. As will be discussed in more detail later, 
former Musin student and Mariisnky conductor Gavriel Heine speaks of students 
gathering in Musin's home for birthday parties and social gatherings (Heine conversation 
2013). This would suggest that Musin valued the development of camaraderie amongst 
his students and was secure enough in his own teaching abilities that he was not 
threatened by the possibility of his students learning from and supporting one another. 
This provides an important lesson for those preparing teacher/conductors in regards to the 
development of learning communities in the conducting studio. 
In order to understand the complexity wrapped up in the simplicity of Musin, the 
teacher, one must look not only at his method, but also at his personality and the political 
climate in which he worked, as well. Mariinsky Theatre conductor and former Musin 
student Heine explained it in these terms: 
Gentleman, function, art, soul, communicator. He understood that music 
was alive and it is the musician's obligation to make sure that it is 
presented as alive and there are things a conductor can do to help this 
happen and there are things that a conductor can do to prevent this from 
happening. Musin was always teaching us about phrasing and how to 
phrase with our hands and how to show the direction of the music so that 
it breathed and that it flowed. Musin, with us, always had the big picture 
in mind. (Heine conversation 2013) 
Students within the culture of Musin's studio were encouraged to learn the 
techniques espoused. However, it is suggested through interviews with former students 
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Boico and Edwards that Musin had no intention of producing clones (Boico conversation 
2013 and Edwards interview 2013). Rather, according to Teodor Currentizis, one of 
Musin's final students, he encouraged students to "develop your fantasies" (Loomis 
2006) and discouraged an aping of a teacher' s gestures. Mirna Ogrizovic-Ciric (2009), 
herself a former student of Musin stated, "Even if the learned gesture is beautiful, in 
Musin's opinion, it cannot have the expressiveness of the gesture that comes from a 
conductor's deep and thorough search for the right gesture" ( 82). Furthermore, he 
continued to support and encouraged his students long into their professional careers 
(Proskurnya interview 2013). 
During the span of his career, Musin taught generations of students in the methods 
of what has since become known as the Leningrad School of orchestral conducting. The 
concepts of this technique, as noted in Chapter I, borrowed in part from the acting 
methodologies of famed Russian director Constantin Stanislavsky, encourage the 
"picking up of sound" and an economic use of gestures. Of equal importance is the over-
arching concept of a reconciliation of what Musin believed to be opposing forces 
confronting the orchestral conductor, expression and precision. As Musin instructed his 
students, "There are two components to conducting, expressiveness and exactness. These 
two components oppose one another other. The conductor's job is to determine a method 
for bringing them together" (Heine conversation 2013). 
In an extended conversation with Boico, former assistant conductor with the New 
York Philharmonic, he expressed the view that the orchestral conducting technique of 
llya Musin is a unique combination of differing approaches, some of which are based in 
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music, while some are not. For instance, the most important aspect of Musin's method 
lies in its non-verbal aspects. Musin believed that the art of conducting lay in "making 
music with your hands" (Boico conversation 2013). As briefly mentioned earlier, but 
explained here in greater detail, a great deal of information on Musin' s ideas, while not 
presented in a musical format, can be found in the writings of famed Russian acting 
coach and director Constantin Stanislavsky. It was Stanislvsky who founded the idea of 
method acting in which the actor becomes the character through realization techniques of 
visualization and imagination (Stanislavsky 1989, p. 146). 
Stanislavsky wrote, "An actor is under the obligation to live his part inwardly, and 
then to give his experience an external embodiment... That is why an actor. .. is obliged 
to work ... both on his inner equipment, which created the life of the part, and also on his 
outward physical apparatus, which should reproduce the results of the creative work of 
his emotions with precision" (Stanislavski 1989, 15- 16). So it was to be with Musin. 
Edwards supports this in suggesting that Musin's concepts were direct and seemingly 
simple, yet as with any art form, it took years of dedication to develop the skills 
necessary to realize his ideas. (Edwards interview 2013). "Musin's ideas save a lot of 
time during rehearsal", said Musin student and successor as Professor of Conducting at 
the St. Petersburg Conservatory, Alexander Polishchuk, because one can express with the 
hands what others must stop to express with the voice (Polishchuk interview 2013). 
With Musin's knowledge of Stanislavsky's methods, it is not a far leap to intuit 
Musin's encouragement to "develop your fantasies." Stanislavsky's unbroken line 
becomes Musin ' s "picking up of sound," while his relaxation techniques mirror Musin's 
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idea of maximum efficiency through relaxation (Proskumya 2011, 169-170). 
Furthermore, his development of new philosophies in conducting technique, such as the 
rounded gesture and the picking up of sound, more efficiently matched the unique sound 
production techniques of Eastern European orchestras (i.e. the "lateness" of sound for 
which orchestras such as the Leningrad Philharmonic became famous) (Proskumya 
interview 2013). Clarification on this particular matter is important at this juncture, due 
to the fact that it goes to the heart of the development of Musin's method. It is no secret 
amongst those who are educated in orchestral history that the quality of orchestral sound 
and the development of such can be considered indigenous to particular geographical 
areas. For example, American orchestras such as the Chicago Symphony Orchestra and 
the New York Philharmonic Orchestra have developed what has been referred to as a 
"slick, modem, American, whip-crack" sound as regards its handling of articulations, etc. 
Conversely, European orchestras such as the Berlin Philharmonic Orchestra and the 
Vienna Philharmonic Orchestra tend to perform with "more weight, more heaviness" 
(Bean interview The Art of Conducting: Great Conductors of the Past, 1994 ). As the 
orchestra lover proceeds further east into the former Soviet bloc countries and into Russia 
itself, that darkness of sound intensifies and an added quality of lateness 'in regards to 
articulations occurs. This lateness of sound accounts for the unique nature of the sound 
of such orchestras as the St. Petersburg Philharmonic Orchestra and the Kirov Opera and 
Ballet Orchestra. Musin's technique, particularly his ideas of contour of sound, rounded 
gesture, and his philosophies concerning when sound actually occurs in relation to the 
conductor's gesture, was developed as a direct result of his association with the St. 
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Petersburg Philharmonic Orchestra and the Minsk Philharmonic Orchestra. 
Literature on Musin, the teacher, exists in numerous forms. Interviews given by 
Musin's students attest to his often stern approach, yet soft-hearted devotion to his pupils. 
Conductor and teacher, Semyon Bychkov, described Musin's technique as follows: 
He paid attention to everything, from your posture to the way your arms 
moved and how your eyes looked. But the primary concern was the 
expression itself. First he would challenge someone's musical idea. 
Often, the way he saw it, there was no musical idea. So it would have to 
be formed. Then he would demonstrate it. For example, what happens if 
you do it this way, and what happens if you do it another way ... .It was 
fascinating for everybody to observe how Musin dealt with (these) two 
subjects: firstly, the music itself- its expression; secondly, how to 
translate this expression through physical application of a conductor' s 
arms, body, eyes, and mind. (Leach 2004, 24) 
Kirov Opera Maestro, Valery Gergiev, remembers Musin in, while different, no less 
glowing terms: 
He had great wisdom. He was a living history, a brilliant narrator of 
important events in Russian music and the musical life of Leningrad. He 
described for us, for example, the premiere of The Love of Three Oranges 
at the Kirov, and he told us why Prokofiev made changes in the 
orchestration of Romeo and Juliet when it was first played at the Kirov. 
Musin could speak of these things with authority because he was there. I 
never saw Otto Klemperer or Bruno Walter conduct, but Musin did. He 
attended their rehearsals with the Leningrad Philharmonic and heard 
Walter do Queen of Spades at the Kirov and Klemperer [do] Carmen. 
And he talked to them about tempos, rehearsal techniques, and German 
traditions of conducting, and he passed all of this along to us. He made 
me feel as though I had heard and talked with them as well. (Ardion 2003, 
22) 
The youngest generation of Musin pupils is represented in Heine. Heine studied 
with Musin near the end of his teaching career and now conducts at the Mariinsky 
Theatre, directly across Theatre Ploschad from the Conservatory. Heine speaks of his 
former teacher and his technique in these words: 
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Then I got to llia Musin' s class and I was sitting in this large classroom 
which almost looks like a small amphitheater (it's really a choral rehearsal 
room where they could fit all his students and auditors because there are 
always a million of them). The minute this man started his lesson with 
whoever was on the podium at the time I thought, "That's it. This is the 
man, there is absolutely no comparison." I've never seen anything like 
this before but at the same time it seemed absolutely familiar to me, his 
approach. Why familiar to me? Because this man was teaching 
conducting as my professors at the Moscow Conservatory were teaching 
me cello. As I had seen teachers teach violin and piano, this man was 
teaching conducting in the same way. Technique, concrete advice on how 
to achieve very high artistic goals, talking about music, talking about 
phrasing, talking about form, talking about manual conducting technique 
and giving his students all these tools. I thought this is the complete 
picture. I thought to myself, "Why would anyone not teach conducting 
like this?" Why was this the first person in my life I had ever experienced 
who taught conducting as a practical, expressive art? It was simply 
because he was the greatest teacher I had ever experienced up to that 
point. (Heine conversation 2013) 
Over the ensuing sixty-nine years, spanning seven decades, Musin would bring 
his specialized theories and techniques on non-verbal, musical communication and its 
power and importance to students, who would one day fill large portions of the world's 
major orchestral podiums. Furthermore, his development of new philosophies in 
conducting technique, such as the rounded gesture and the picking up of sound, as 
discussed earlier more efficiently matched the unique sound production techniques of 
Eastern European orchestras (i.e. the "lateness" of sound for which orchestras such as the 
Leningrad Philharmonic became famous) (Proskurnya interview 2013). 
The Method 
The importance of Musin' s pedagogy and classroom methodology was largely 
unheard of in the West until after the fall of the Soviet government in 1991. For reasons 
of ethnicity (Nice 1999) and political non-affiliation (Ardoin 2001, 22), Musin, himself, 
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was virtually unknown outside the former Soviet Union until the final years of his life. 
Furthermore, the magnitude of the conducting and teaching positions held by Musin' s 
former students, whom he continued to guide until his death in 1999 (and who use his 
model of technique and teaching with their own current and former students), suggests 
that there is significance to his skills as a teacher of conducting which would be useful to 
today's teachers and students of conducting alike. 
Proskumya, former Musin student and teacher of his methods with the 
International Academy of Advanced Conducting, a master class which is held tri-
annually in the United States and Russia, suggests that Musin began working on his 
method of encouraging orchestral sound shortly after beginning his teaching duties at the 
Central Musicum Technicum in 1930 (Proskumya interview 2013). As many of the 
Professor' s former students will attest, Musin claimed that at that time, "I knew nothing" 
(Boico conversation 2013). Boico believes that Musin's lack of knowledge on 
conducting at this point in his career is very important in relation to the development of 
his method. He states: 
Not knowing anything about conducting, he had to devise his own plan 
and his own ideas and his own feelings about what it is. How am I going 
to teach it? What does it all mean? Is it really important? What are we 
doing here? I think he, from the get go, started thinking about it in a very 
philosophical way. And, I think that was what brought him to a very 
natural conclusion that conducting has to be organic, that we use our 
bodies to communicate signals. (Boico conversation 2013) 
In many ways, the techniques taught by Musin are quite simple. They derive 
from the actions of individuals in common movements such as offering, taking, picking 
up, moving items about, picking strawberries, etc. (Edwards interview 2013). Leach 
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(2004) suggests that everyday actions such as "eating soup" or "picking up chairs" were 
frequent teaching tools for Musin (23). In my own study of the Musin method at various 
workshops and competitions in the United States and Russia, I have been encouraged 
with such instructions as "pet the cat" or "hand me that item". From such instruction, one 
begins to see Musin's understanding of the psycho-physical nature of conducting. His 
use of gestures, which musicians themselves would perform in their daily lives (e.g. 
picking something up, sensing its weight distribution and the effect picking it up would 
have on the individual, offering it to another person, taking something handed to one, 
etc.), suggests that Musin was not simply teaching beat patterns and score study. While 
these issues were certainly taken up in his studio, Musin attached more importance to 
making the conductor look like the music he/she was conducting. Such an approach 
begins to get to the heart of issues facing teacher/conductors such as efficient use of 
rehearsal time, development of expressive-playing ensembles, and innate understanding 
of the wishes of a particular composer along with the development of a gestural system 
which allows the conductor to communicate those wishes to his/her musicians. 
However, one should not assume that the technique exists without a stylized plan 
or method. In fact, Musin spent a great deal of his career, beginning in 1930 and 
culminating only in his death in 1999, putting his method into print. Musin published 
three texts over the course of his professional life, two of which, The Technique of 
Conducting (1967) and The Education of a Conductor (1987), outline the methods taught 
in his studio. 
In The Technique of Conducting, Musin begins with what he believed to be the 
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foundation of good conducting skill, the posture. He states: 
The performance of a musical instrument requires mastering the 
wide spectrum of motor skills; distinctive types of these skills form 
what is customarily known as the apparatus. In the art of 
conducting, it is also necessary to define the conducting apparatus. 
By this definition, we signify the typical motions that convey 
meaning as a basis for all modes of conducting techniques. The 
establishment of the apparatus entails the development of such 
movements, which are the most rational and natural, and are based 
on inner physical (muscular) elasticity. (Musin 1967, 21) 
The method, as would be expected, goes on to approach, in detailed format, the 
functions of the individual parts of the apparatus (i.e. wrists, forearms, shoulders), 
providing exercises as outlined below for development of proper technique as regards 
each: 
The hand may assume a free position as follows: the hand slowly 
rises forward in front of the shoulder (at a freely lowered wrist), 
and after a moment of delay, then, not constrained by weakened 
muscles, it freely falls. After falling, the hand will make several 
preparatory motions via its inertia; to avoid constraint of 
movement, it is possible to slightly incline the body to the side. 
This exercise is done by both hands in tum. (Musin 1967, 44-45) 
Throughout the text, Musin includes diagrams which outline the conducting 
schemes utilized in his method and those of other philosophies: 
(Musin 1967, 84) 
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The Musin method, as outlined in The Technique of Conducting, hinges upon the 
proper performance of various types of upbeats (i.e. the Intermediary Upbeat, the 
Preparatory Upbeat within a Measure, the Converted Upbeat, the Suspended Converted 
Upbeat). From personal experience at Musin workshops and competitions, I have learned 
that Musin believed everything to be an upbeat. As one breath is an upbeat to the next, or 
one step with the left foot is an upbeat to the subsequent step with the right, each beat in 
time or gestural reference to the musician is an upbeat to the performance of the same. 
Musin outlines these upbeats in great detail, providing examples from the repertoire that 
enhance the potential conductor's understanding of each. For example, Mus in uses the 
following illustration to highlight what he termed the emphasized upbeat to a partial beat: 
Example 1 Tchaikovsky. "Manfred," m. I (Musin 1967, 275). 
From his earliest studies in piano performance, Musin was a great proponent of 
technique (Musin, 1995). However, of equal importance to his teaching is the over-
arching concept of a reconciliation of what Musin believed to be opposing forces 
confronting the orchestral conductor, expression and precision (Polishchuk interview 
2013). As Musin instructed his students, "There are two components to conducting, 
expressiveness and exactness. These two components are in a dialectical opposition to 
each other; in fact, they cancel each other out. A conductor must find the way to bring 
the two together" (n.p.: Hephaestus Books 2011, 60). 
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In a posthumously published work, The Language of Conducting Gesture (2006), 
Musin explained the methods of expressive conducting which he imparted to his students. 
Dividing the teaching of expressive gesture into seven categories, Musin encouraged 
students to systematically approach the idea of "making music visible with your hands" 
(Heine conversation 2013). The seven categories are as follows : 
FROM "LANGUAGE OF CONDUCTING GESTURE (2006, after 
Musin's death): THE SEVEN LEVELS OF CONDUCTING 
I. Time Beating 
II. Management of the Rhythmic and Sound Aspects of the Beat 
ill. Delivery of the character of the Musical Phrase 
IV. Representation of a Progression of a Musical Work 
V. Expressing Character of the Musical Motion 
VI. . Expressing the Character of the Musical Image and Its 
Emotional Meaning 
VII. Influence of Conductor's Will on Performers 
Lessons 
A typical lesson for those fortunate enough to study in Room 27 on the 
Conservatory's third floor started with a handshake. Students then began to conduct, 
utilizing the services of two impeccably-trained pianists as the lesson orchestra (Leach, 
2004). Many (e.g. Heine, Boico, Edwards) thought that Musin was teaching the art of 
non-verbal gesture. He disagreed, insisting that a student's library of gestures must 
develop from within the emotional content of the music itself. He stated, "You have to 
feel the music, you have to feel its character and emotion. People say, 'If you want to 
learn technique, go to Musin, he teaches technique'. I do not. I teach the technique 
within the music" (St. Petersburg Times 1998, 12). In other words, Musin used the music 
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of master composers such as Beethoven and Tchaikovsky to teach the conducting 
technique which is inherently necessary to conduct it. Proskurnya supports Musin's 
statement in suggesting that Musin did not teach Beethoven symphonies. Musin said 
many times in class, "We take in this material and use it to go over a certain method" 
(Proskurnya interview 2013). 
Boico states, "There was a certain magic in the classroom situation. Every 
comment that came from him was tailored to a particular student and their level of 
progress in the field of conducting. That was what was astonishing. It was tailored, but 
in a very simple and calm manner" (Boico conversation 2013). That magic, quite 
possibly, emanated from the psychological and philosophical approaches which Musin 
applied to teaching. Musin believed in the psychological power of commonplace 
gestures on musicians. The utilization of everyday gestures in conducting such as 
"taking" or "giving", used by every musician in his daily journey through life, are easily 
understood and, consequently, more effective in producing desired musical results. All 
students (e.g. Korchmar, Edwards, Temirkanov, Polishchuck, and Proskurnya) 
interviewed for this current study agreed that there is a psychological aspect of Musin's 
teachings which created an atmosphere of learning in his studio. Said Korchmar, "It 
[was] a deeply liberating system based on a psychological, physiological and musical 
basis" (Korchmar interview 2013). 
Proskurnya and Boico suggest that, while Musin was often a gentle, grandfatherly 
teacher, the psychological nature of his teaching could be harsh. Proskurnya tells of an 
instance wherein Musin caused him to work over the same three-measure excerpt for 
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three weeks before relenting (Proskurnya interview 2013). Boico relates the moment 
wherein he felt "broken" by a criticism, which later served to inspire him to understand 
and progress: 
After studying with him for three months in the summer and a whole 
month in class which is four months, I was looking myself in a full length 
mirror thinking, this is really great, wonderful. I am making such great 
progress. He is giving me all these great compliments. All of a sudden, 
one day, it was on my birthday too and he didn't know, he stood up and 
just yells out like a madman, "When are you finally going to show me 
something?" So, I guess he knew that my level of mental stability or 
physical stability, for call it what you want, psychological stability would 
permit him to do something like this to me without completely destroying 
me. I was of course taken aback. I was very surprised. I was ashamed. I 
was red-faced. I was everything else. He put me in my place, but I went 
home that night and for the next two or three days all I did was to think 
about how do I go on from here. I had two choices. I can decide that he is 
a mean teacher, could not say anything worse and quit and leave. Or, I 
can take him for his word and decide that I am not actually doing what I 
need to be doing. What is it that can make me do it and for him to finally 
say I think it is finally corning through. (Boico conversation 2013) 
Proskurnya relates that, on occasion, Musin was harsh with him. "It's not fun when 
someone treats you like a Boy Scout," he added (Proskurnya interview 2013). 
Said Robert Trory, a former violinist with the Orchestra of the Royal Opera House in 
London and former Musin student: 
He knows how and why conducting works, and teaches it with such 
humanity and humor and forcefulness. The better the talent you have, the 
harder he is on you. He won't let you get away with anything. He makes 
the best of the best and does it with such integrity for the music. (Leach, 
26) 
A side-note regarding this aspect of Musin's teaching methodology is necessary. 
While a large number of musicians may recall a teacher whose demeanor was, at times, 
harsh, with the benefit of time, they often see the value of the extra pressure applied in a 
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particular context. In addition, there are two factors which must be taken into 
consideration before questions of ineffective teaching are raised. First, the nature of the 
Soviet educational system was quite different than that practiced in the United States. A 
top-down philosophy is practiced in schools as well as professional musical rehearsals. 
The possibility of Musin speaking less-than-kindly to his students, in part, stems from his 
upbringing in such a system. 
In speaking of Mravinsky, Gergiev stated, "He was a great musician, but he was a 
dictator, a man of implacable will. It was the same with all strong men in the Stalin era" 
(Ardoin 2001, 22). One can intuit from this remark that all teaching (or other forms of 
leadership) practiced by men who were raised under the Stalinist model, would have 
indeed been the same. Edwards suggests that this facet of Musin' s personae had little to 
do with culture, but rather, the issue of respect. She stated, "I think his ability also to do 
something that was wonderful because you know he always treated the music with 
immense love and respect. He never was just doing it. The only time he got upset was 
when someone was doing it without love and respect" (Edwards, 2013). 
From my own experiences in study and professional conducting in Russia and in 
the United States, I recall both experiencing and observing quasi-intimidation, harsh 
demeanor, a strict tone, and blunt language. While I admittedly never studied with llya 
Musin directly, I believe that many aspects of his teaching live on in the teaching styles 
of his students, with whom I have studied for many years. For example, my first 
experience with the Musin technique was as a participant in the International Conductors 
Workshop (ICW). This international workshop and competition was held at Mercer 
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University in Macon, Georgia in January of 2005. I enrolled in and attended the 
workshop at the insistence of one of my graduate conducting teachers, Dr. Paul Balshaw. 
Dr. Balshaw was an intensely kind man whose style of teaching reflected his deeply 
humanistic values. While he accepted no less than the best a student could provide, he 
was also encouraging and conciliating and provided an atmosphere of learning, in the 
studio and rehearsal hall alike, which was warm and inviting. He encouraged me to take 
chances and to stretch my conducting skills without the fear of reprisal or reproach. 
My first session of conducting at the ICW was moderated by Dr. Oleg 
Proskurnya, a Musin student with whom I have continued to work and study over the 
years. My conducting assignment that evening consisted of Movement II of the Fifth 
Symphony of Ludwig van Beethoven. Most participants conducted a few measures or 
phrases and were stopped for instmction. I, however, was not stopped at all. As each 
phrase turned into sections of the movement, I began to subconsciously debate on my 
success or failure. Since I had not been stopped, I believed, I must have been doing so 
well as to defy criticism, or so poorly as to defy assistance. Upon completing the 
movement and stepping from the podium, Proskurnya turned me from the orchestra and 
said, "If you are going to conduct in this manner tomorrow, perhaps you should not 
return." I was devastated. Never before had I been so passively insulted. Throughout 
the night leading up to the next morning session, I agonized over what my choice would 
be, and in the early morning hours my agony turned to anger. I returned the next 
morning, desperately trying to recall what the instmctors had suggested to the other 
participants and insert those things into my own technique. After conducting the next 
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session, again working with the same movement of Beethoven's Fifth Symphony, I was 
greeted by Proskurnya who was now smiling. He said to me, "I am so happy that you 
took my remarks yesterday in the manner I intended them. Now we can begin to work." 
I followed my success at the ICW with several trips to study in St. Petersburg and went 
on to win first prizes in competitions in Russia and in the United States. While my 
experience was not to be the last I would see or experience, I had come to accept this 
aspect of the instruction as a part of the tuition, which I was happy to pay. 
Obviously, such a harsh teacher demeanor and approach to the student conflicts 
with the humanistic and supportive classroom and rehearsal environments which are 
expected in today's schools and communities. Teaching in the modern age requires a 
delicate balance of instruction, psychology, and nurturing, and while Musin is often 
portrayed as grandfatherly in character, it is also clear that he was adept in utilizing 
psychology to reach his students at their deepest levels. Boico stated that Musin 
instinctively knew that his students did not want to disappoint him. He suggested that 
Musin was a master at using this knowledge, particularly when he knew that a student 
was on the verge of making a major breakthrough in technique or understanding. He 
further suggested that Musin was quite capable of embracing the student's success once it 
was realized (Boico conversation 2013). It is interesting to note that, in spite of the often-
discussed harshness of Musin's delivery in the studio, based upon discussions with his 
former students, Musin was practicing the art of positive reinforcement even before it 
became a catch-phrase in education. Those interviewed all recalled the welcoming 
handshake, the nods of approval, the pats on the back, as much as his strict approaches. 
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It seems obvious that Musin was adept in the practice of social reinforcement in the form 
of positive comments and helpful public displays of support in the classroom and beyond. 
Activity reinforcements were also commonly used. In the Musin studio, the most 
coveted activity existed in the form of an opportunity to conduct in front of one's peers. 
Musin provided these opportunities for all of his students when he believed them to be 
ready for the experience. 
Within the studio setting, Musin employed "two very well-trained pianists who 
were trained in the repertoire and who were trained to play absolutely as the student 
showed" (Heine conversation 2013). This is very important in regards to his teaching 
and to learning, in that it allowed conductors to practice the craft of conducting with 
living musicians. While one pianist covered the scores of the orchestral strings, the other . 
played the parts of the orchestral winds and percussion instruments, thereby giving the 
conductor the full scope of the symphony orchestra, when necessary. Students attest to 
the fact that the talent of the pianists and their familiarity with Musin and his teaching 
style was the equivalent of having another teacher in the studio in all regards. Proskumya 
remembers an instance wherein one of the pianists reminded him of his obligations. 
After a particularly difficult session working on the Sixth Symphony of Peter 
Tchaikovsky, Proskumya exited the podium angrily, only to be stopped by the pianist's 
whispered admonition. "Say thank you to him", she said, "You don't often get 
instruction like that" (Proskumya interview 2013). 
In addition to the pianists, Musin supplied his students with twice-weekly podium 
time in front of a professional orchestra. Students recall the orchestra as less than stellar. 
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However, most agree that the orchestra was a significant instrument in their training and 
development. Edwards, Musin student in the 1980's, remembers Musin as less patient 
with the orchestra than with the conductors, recalling a story in which a trumpet player 
who had obviously had a rough evening prior to coming to rehearsal the following day, 
missed an entrance three times: 
Musin goes completely bonkers. So, I get off the podium and I am 
standing amidst the violins. He gets on the podium and screams at this 
trumpeter, "Your father was a great cellist and you are an absolute 
hooligan vandal." Then he picks up an empty chair and threw it at the guy 
across the orchestra. The chair arrived and landed at this guy's feet and it 
was one of those conservatoire rather ditsy, wooden, very uncomfortable 
chairs that they had, smashed into a thousand pieces. The guy slunk off 
and Musin sort of calmed down. He handed me back my baton and said, 
"Please continue." (Interview 2013) 
Musin's trials with the orchestra are supported by the tongue-in-cheek remarks of 
conductor Cecilia Weston who recalls Musinjokingly claiming that the orchestra may 
have contributed to his three heart attacks (Nice 1999). 
Former students attest to the fact that one of the most important aspects of 
Musin' s teaching was his ability to read and understand the needs of his students along 
with his "unbelievable communication" with them (Korchmar interview 2013). Said 
Edwards: 
He was quite formal but very kind .. .. Most of the time he was very 
constructive, very positive, filling the students with ideas rather than just 
saying that was no good sort of thing .... But I suppose the unique thing 
about him was the ability to talk about the music in a way which was 
practical for conductors .... Musin could actually talk about this music in a 
way that made you feel the legato and feel for yourself how you could do 
those things and underlying it was this legato technique all the time. 
(Edwards interview 2013) 
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Another of Musin's qualities as a teacher was his ability to demonstrate difficult 
concepts such as "sound in the hands" (Musin 1967, 542) or "weight" (Musin 1967, 546). 
As evidenced in video footage from the studio and various master classes, and from the 
reminiscences of former students, Musin demonstrated on a daily basis. "When he 
would say something or get up to conduct, that's when all the smiles on everybody's 
faces came," said Boico (Boico conversation 2013). His demonstrations were often quite 
lengthy, showing entire movements of symphonies, and punctuated by conducting so 
expressive, Boico suggests that even those who watched perspired (Boico conversation 
2013). Proskumya concurs in adding that to learn Musin's techniques properly, they 
must be "lived through" (Proskumya interview 2013), a fact supported by former student 
Ennio Nicotra: 
It is more to matter in the case of Musin, whose former and current 
students unanimously declare that, of course, one has to listen to him, but 
one must watch him lecturing or at least see him once in his life. To add to 
all obstacles, both handbooks are still available in Russian only. (Nicotra 
2013) 
However, this in no way suggests that Musin was interested in producing 
tautology. Interview participants state that, while this may be true in conducting studios 
the world over, Musin encouraged individuality in his students. Musin himself backs up 
this claim in an interview with the Baltimore Sun: 
Although Musin always clearly articulated his ideas, he never taught in a 
dogmatic fashion. He demanded that students make music in their own 
ways. This is clearly evident in the work of some of his best-known 
former pupils. Musin said, "Temirkanov and Gergiev are both very good 
conductors, and they are completely different. I should tell you that my 
students are all different, but all of them carry my stamp because I teach 
them to deeply understand the emotional content of the music they 
conduct and be able to express it with their hands. This is done by each 
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one in accordance with his individuality ... both are wonderful conductors 
and very typical of the great Russian conductors who bring temperament 
and imagination to music. (The Sun, 4E) 
While discrepancies exist in regards to the manner in which Musin taught, 
particularly amongst those who studied with Musin in his younger years (e.g. 
Temirkanov, Semyon Bychkov [see earlier quote]), no former student denies the impact 
which studying his method had upon their music making and career. Proskurnya suggests 
that the sometimes "harsh" nature of his methodology could be a product of the Soviet 
society in which he lived, as well as the fact that he was not concerned with "gaining 
tenure. He didn't have to worry about being complimentary all of the time." (Proskurnya 
interview 2013). In support of this statement, Proskurnya adds: 
Also, he could yell. He could say something unpleasant. Sometimes he 
would say to the student, "I don't know how many times I can say 
something over and over and over. He would point out the pictures of the 
older professors who had died and say, "Even this professor and this 
professor remembers what I am saying". "I am saying the same thing to 
all of you over and over and over. When I am not in this class, the walls 
will say the same thing. (Proskurnya interview 2013) 
However, Boico states: 
"It was the most important step I've made in my life. Musin' s approach to 
sound- as a living physical body that can be lifted, dropped, expanded, 
thrown away, which you transfer into gestures- is very important for 
developing a natural way of conducting. While teaching, he always gave 
us examples from everyday life; he taught us to depend on organic, 
realistic, practical things. The result is that an orchestra will understand 
you easily. (In Person 2009) 
When asking former students their concise thoughts on Musin as a pedagogue, 
such words as "incomparable" (Korchmar), "humble" (Edwards), and "communicator" 
(Heine), are tossed about. These descriptive words highlight the different qualities which 
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Musin demonstrated to each of his students. However, when compared to the earlier 
comment in which Proskurnya stated, "Also, he could yell" (p. 72), a conflict seems to 
arise. Could Musin be a great "communicator" while "yelling" at his students? The 
quick answer would certainly be in the negative and highlights the fact that all teachers, 
as emotional human beings, are endowed with qualities which are admirable as well as 
with those which are darker and less desirable in nature. In discussing this concept with 
Musin's students, I found that the quality of instruction received by these students was 
such that they were willing to overlook the occasional yelling or belittling in deference to 
the man which they adored. Further, one must remember, while students learn how to 
teach from the positive qualities exhibited by their teachers, they also learn how NOT to 
teach by ingesting the negative qualities of teachers, as well. 
In stepping back from those so intimately involved with Musin, the praise is no 
less articulate. Brenda Leach, conductor of the Boston Chamber Orchestra, in her 2004 
editorial on Musin for the Journal of the Conductors Guild stated: 
Musin played a major role in the development of conducting as a true 
profession with a thorough method and system for learning. His focus 
was always on non-verbal communication- how to show, not tell, the 
orchestra what and how to play. His ideas on technique teach the 
conductor how to create different kinds of articulations, phrasing, 
dynamics, tempi, color, musical character, left and right hand 
independence, etc.; however, he was steadfast in his belief that technique 
is always at the service of the music. His approach requires a physical 
relationship with the music as though one were sculpting sound. He often 
told his students to create an event, evoke an emotional state of mind. (23) 
As regards Musin's style of teaching, evidence exists that Musin, the teacher and 
mentor, did not cease his labors at the conservatory door. Former students attest to his 
assistance in careers beyond the conservatory classroom. Conductors of note, including 
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Gergiev and Temirkanov have given Musin credit in numerous interviews for their 
successes in getting started on the path of professional orchestral conducting. "We have 
always been greeted and treated at the house of Musin as a family," said Y alery Gergiev 
(Eduard Musin interview 2013). Korchmar states that Musin named him as his successor 
at the Conservatory (Korchmar interview 2013). Additionally, it is a poorly-kept secret 
amongst former Musin students that he was likely to give struggling students financial 
assistance from his own meager funds in order to see that they completed conservatory 
educations. 
Eduard Musin recalls his father's students as an extended family. In his 
interview, he remembered Musin's associations with his students fondly and without 
jealousy. He stated: 
Usually, for birthday celebrations, friends were invited first, and the entire 
class on the next day, including accompanists (pianists). Fifteen to twenty 
people could sit at the table at the same time. On these days I made special 
trips from Moscow. Those days were happy days for him .... Students came 
very often, and he worked with them at home as well if someone needed 
additional help. Mother was aware of many instances of students' 
"passionate romances," and supported them with advice .... Rudolph 
Barshai came often in the summer, during the vacation on the Baltic Sea, 
and together father and Barshai went to the near forest for study 
sessions .... In recent years, when it became difficult for father to move, 
someone from class came to take him to the conservatory by taxi and then 
bring him back. And there, in the classroom among students, he completely 
revived. The freedom and ease of movements reappeared. He came to the 
podium and showed all the techniques of his younger years. (Eduard Musin 
interview 2013) 
Conclusion 
Historical research is fraught with the pitfalls of what Phillips (2008) terms 
"uninhibited reminiscence". In other words, the interviewee, due to an emotional 
84 
connection with the topic and the passage of time, remembers things in a manner which is 
glorified and unrealistic. However, in discussing the pedagogy of Professor llya 
Alexandrovich Musin with many of his former students, one gets the feeling that those 
who studied with him did, indeed, undergo a life-changing experience. Whether through 
his complete and utter adoration of music (Edwards interview 2013), or his ability to 
communicate with his students (Korchmar interview 2013), or even his ability to 
psychologically assess the situation and adapt his methods to the needs of the student, 
Musin impacted most of his students in a positive way which transcended their study of 
orchestral conducting and elevated them to a higher place musically, spiritually, and in an 
humanistic way (Heine conversation 2013). The following statement of Daniel Boico 
mirrors the thoughts of those who studied with Musin. Quite simply put, "He gave me 
life" (Boico conversation 2013). 
Conversely, it would be nai've at best to assume that every student who passed 
through Musin's studio exited as a world-class conductor who adored his mentor. A 
decided lack of record keeping and the secretive nature of documentation in the former 
Soviet Union make it impossible to ascertain an exact number of students which Musin 
taught over his long career. However, it is safe to assume that some percentage of 
students who began the course of study with Musin did not finish. As with any advanced 
program of study, a certain percentage of that number can be attributed to simple 
attrition. Quite simply stated; not every student who comes to school graduates. 
However, an interesting question to ponder may concern those students who did not 
finish studies due to the negative qualities of Musin which were discussed previously. 
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Did the yelling, the belittling, or the strict nature of the educational system in the former 
Soviet Union discourage these students? If so, it is difficult at best for Musin's students 
to articulate this. Those interviewed remembered a stem taskmaster who was also a 
grandfatherly figure. Boico recalls that Musin never gave up on a student. However, he 
suggested that once Musin had decided that the student would not finish the program 
successfully, he did not expel the student. Rather, his level of attention to that student 
often waned (Boico conversation 2013). 
Why then does an investigation of Musin seem to tum up only the positive impact 
which he had upon his students, bypassing his negative pedagogical qualities? Perhaps 
the lapse of time is to blame. Perhaps a sense of loyalty to Musin as an important figure 
in each conductor's development is equally applicable. Nevertheless, it is safe to state 
that, good or bad, the experience of studying with Musin was life-changing. 
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Chapter IV 
Ilya Alexandrovich Musin: Conductor 
When one studies the career of llya Alexandrovich Musin, it is quite easy to get 
lost in the field of world-class conductors who journeyed through his studio. In so doing, 
it is entirely possible to lose sight of the young man in 1924 who desired a podium of his 
own from which to navigate the world of orchestral music (Musin 1995). With 
statements such as, "Mr. Musin was considered the country's foremost teacher of 
conducting, instilling in his students, expressiveness and exactitude," (NY Times 1999) 
one can easily overlook the career which could have been. 
In exploring Musin's life as a conductor, one must look to the beginnings of his 
potential career. Musin joined the Conservatory in 1919 as a piano student of Alexander 
Nikolaevich Dubadov (Musin 1995). While Dubadov, and subsequent instructors such as 
Boris Zahrov and Samariy Savinsky, instilled in the young pianist a great love for 
fundamental technique, their skills as pedagogues could not overcome the forces of 
nature. "My father damaged his hands and had to give up the hope of becoming a 
pianist" (Eduard Musin interview 2013). After medical treatments did no good, Musin 
"fell out of love with the piano" (Edwards interview 2013). 
Meanwhile, Musin had been taking advantage of the 1921 formation of the 
Petrograd Philharmonic Orchestra. Conducted at that time by Emil Cooper, who was to 
go on to become France's most influential opera conductor, Musin treated the 
Philharmonia as a second school, saying, "For me, perfectly unfamiliar with symphonic 
music, the Philharmonia was, perhaps, the most important school (Musin 1995, 23). 
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Over the next three years, through a progression of Music Directors and guest 
conductors, Musin would use the orchestra to prepare for a transition into the world of 
conducting (Musin 1995). 
Whilst preparing himself, Musin was invited to play the piano in an amateur 
orchestra formed by his friends at the St. Petersburg Electro-Technical Institute. Three 
rehearsals into his stint as pianist, Musin was elevated to conductor, the regular conductor 
having been taken ill (Eduard Musin interview 2013). The orchestra, for which 
attendance was not mandatory, was made up of amateurs, as well as retired professional 
musicians. "Every evening I came and conducted anything they put on my stand," 
Musin noted (Musin 1995, 66). He would spend the remainder of 1923 immersed in the 
rehearsals and performances of this ensemble, reading new and challenging pieces at 
each meeting. 
The year 1924 was to be remembered by Musin as a milestone in his developing 
career. Nikolai Maiko, the famous Ukrainian conductor began a residency at the 
Petrograd Conservatory, as well as assuming the Music Directorship of the Petrograd 
Philharmonic Orchestra (Ogrizovic 2009). Maiko was a dedicated teacher and conductor 
whose clarity and precision was known throughout the world (Musin 1995). Malko, 
having installed a program in orchestral conducting at the Conservatory sought students 
for the fledgling program, and Musin hurried to take the two-part exams in conducting 
and sight-reading at the piano necessary for inclusion in the program (Musin 1995). 
Musin, however, failed the exams (Boico conversation 2013). With Maiko sitting as the 
only judge, hopes of being admitted to the program were decidedly weak. Subsequently, 
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in a second attempt, Maiko agreed to observe Musin's conducting in a classroom session. 
It was in this session that the young Musin was to win over the older conductor with his 
precision and expressive potential, eventually choosing Musin as the conductor of the 
first conducting studio concert (Musin 1995). 
Although Maiko emigrated to the West in 1928 (Ogrozovic 2009), he would 
encourage his pupil to advance into the world of professional conducting and teaching. 
Shortly before Musin's Conservatory graduation, Maiko recommended him for an open 
position as Professor of Conducting at the Central Musicum Technicum, a small school in 
Leningrad which also had a music department (Boico conversation 2013). Classes at the 
Technicum were designed for choral conductors and conductors of folk instrument 
orchestras and Musin, faced with a larger number of students than those taught by Malko, 
began to make alterations to the manner in which he had been taught, such as the 
utilization of smaller pieces as lesson material. In so doing, he made the necessary time 
available for each student to address the orchestra (Musin 1995). Proskurnya suggests 
that this type ·of innovative technique, adopted so early in his career as a conductor and 
teacher, would forever be a part of Musin's approach, as he was altering and transforming 
things until his death, always attempting to find new and better ways to reach musicians 
and students (Proskurnya interview 2013). 
Ten years after his introduction to Malko and professional conducting, Musin was 
to take a major step forward in his conducting career. Austrian Fritz Stiedry took over 
the podium of the now Leningrad Philharmonic Orchestra (Erik Eriksson "Fritz Stiedry," 
AllMusic accessed November 29, 2013, http://www.allmusic.com/artist/fritz-stiedry-
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mn0002188900). He chose, as his assistants, two young, aspiring conductors, Evgeny 
Mravinsky and Musin. Over the ensuing three years, Musin would make his mark on the 
orchestra and its members. Boico reflects: 
He, according to many stories and accounts, and witnesses, was the clear 
choice to be the next music director of the Philharmonic, just because of 
his technique, his knowledge, his musicianship, his phenomenal memory. 
When they would go on tour in the summer and play thirty concerts in 
thirty days with thirty different programs, they would pick him and not 
Mravinsky as the assistant, because they could count on him to step in for 
anything. (Boico conversation 2013) 
Musin himself, supports Boico' s theories in his 1995 memoirs, Lessons of Life, 
suggesting that the orchestra was more comfortable with him, particularly in situations 
such as tours to the south of Russia and the Crimea wherein little or no rehearsal time 
was allotted for challenging situations. In such situations, according to Musin, 
Mravinsky refused to conduct (Musin 1996, 183-184). 
Other Musin students believe that anti-Semitism played a role in Musin's neglect 
at the hands of the Leningrad Philharmonic Orchestra. Proskumya suggests that Musin's 
Judaism was responsible for his removal from, not only his orchestral post, but also from 
the city of Leningrad, as well (Proskumya 2013). Still others believe that the decision 
was political. Inasmuch as Mravinsky was a party member (Musin was not), it seemed 
inevitable that he would inherit the Music Directorship of the Philharmonic (Edwards 
2013). 
Whatever the circumstances may have been, Leach (2004) entertains the theory 
that Musin was invited to conduct the Philharmonic Orchestra in Minsk (now Belorussia) 
as a punishment for his non-Communist status (23). This invitation is supported by the 
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words of his students Proskurnya and Boico, who believe that the invitation, while a step 
forward in pay, was, in reality, several steps back in career advancement (Proskurnya and 
Boico interviews 2013). Nice (1999) writes, "His collaboration with the Leningrad 
Philharmonic came to an end when he took up a position in Minsk, and his former fellow 
student, Yevgeny Mravinsky, stepped into the chief conductorship in Leningrad." While 
he worked tirelessly with the musicians in Minsk, earning their trust and confidence, and 
eventually earning the title of "Honorary Artist of Belorussia," Musin was to fuel a bitter 
resentment of Mravinsky and all that he represented to his last days. Edwards recalls 
being surprised at the level of resentment Musin harbored toward Mravinsky and the 
system which advanced him: 
If there was one thing he was bitter about it was the removal to Minsk 
because I think he had worked the Leningrad Philharmonic on a few 
occasions and he of course had attended all their rehearsals and everything 
else and this Mravinsky came along and he used to say, rather bitterly, 
"how do you get an orchestra to play together- pay them more money" 
and of course that was what Mravinsky had done. (Edwards interview 
2013) 
Proskurnya suggests that Musin did his best to mask his resentment. When Musin 
was asked about his career as a conductor and its short-lived nature, he would say such 
things as, "Well, you know, it was because I was short" or "Because I wore glasses" or 
"Because I was not very charismatic" (Proskurnya interview 2013). However, in an 
earlier extended conversation, Proskurnya recalled that Musin often had difficulty hiding 
his resentment, using his ability to mimic other conductors (Musin 1995) to put on 
displays of those things in Mravinsky' s conducting that he believed to be substandard. 
91 
Musin was to remain in Minsk, conducting and teaching at the conservatory there 
(for four years) until 1941. At that time, the Nazi's began their lightning assault across 
Russia's territories and Musin was forced to take up his family and flee (Eduard Musin 
interview, 2013). Taking his wife, infant child, and a nanny, they travelled on foot across 
treacherous terrain to arrive in Voronezh, where he took up residence for a short time 
with his sister (Musin 1995). Ogrizovic (2009) suggests that it was during this time, with 
his career as a conductor becoming more and more distant, that Musin began formulating 
the ideas which he would eventually include in his three texts on conducting, The 
Technique of Conducting (1967), The Education of a Conductor (1987), and Language of 
Conducting Gesture (2006, posthumous). 
On returning to Leningrad in 1944, Musin reignited his passion for teaching at the 
Conservatory and continued his association with the Leningrad Philharmonic Orchestra. 
However, in this capacity of third conductor, he was left to conduct only those rehearsals 
and concerts which were of no interest to Mravinsky or his first assistant, Zanderling. 
After working in this compromised position for fifteen years, Musin severed his 
connections with the orchestra completely in 1959, the same year he completed his first 
draft of The Technique of Conducting (Musin 1995). 
The opinions of former Musin students regarding Musin's conducting ability 
vary. Many (i.e. Proskurnya, Edwards, Korchmar), while paying tribute to Musin's clear 
hands and dedication to the wishes of the composer, admit that it was Musin's students, 
then making conducting careers for themselves, which attracted them to conducting. 
Proskurnya and Korchmar were drawn to the field of conducting through observing 
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Musin student Yuri Temirkanov, while Edwards admitted being "infatuated" with the 
conducting of Musin pupil, Neeme Jarvi (Edwards interview 2013). Most agree, as stated 
by pupil Alexander Polishchuk, that Musin's career as a conductor, "Did not happen" 
(Polishchuk interview 2013), or rather, was not allowed to happen. 
Temirkanov remembers Musin as a stern, but loving, teacher. However, as an 
artist, he says, "Musin wasn't the most outstanding and individual conductor. He was 
highly professional, but not a great "artist" on the stage, according to Temirkanov-
although this was what Musin was teaching his students. He was like Stolyarski - he 
himself was not a great violinist, but all great Russian violinists were his pupils" 
(Temirkanov interview 2013). Boico believed Musin to be a different conductor on the 
podium than in the classroom. He stated: 
Maybe it was because he thought that these were professionals and there 
were some things you don't say to professionals that you can say to 
students, or that you shouldn't. You know, we all have that baggage. 
What you can and cannot say to professionals because you feel a bit 
inadequate for being too young or too inexperienced or overwhelmed by 
the presence of so many great musicians that know more about the 
repertoire than you that you clamp up and are less illustrated that how he 
was in the classroom. In the classroom you look at videos of when he was 
ninety-five years old. He was all over the place. He is totally animated 
and really painting the picture of the music. I saw him be animated in a 
concert, but never to that degree. I don't know if it was his Soviet 
upbringing of the way you are supposed to act in front of professional 
orchestras or whether it is because his conducting engagements were far 
apart and he wasn't very much used to being in front of an orchestra. 
(Boico interview 2013) 
Still others saw the situation differently. Alexander Polishchuk was struck by 
Musin' s uncanny ability to evoke from the orchestra the subtlest nuances of articulation, 
color, shading, communicating with the orchestra so clearly through his gestures. "It was 
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like hearing this music for the first time, he said." (Leach 2004, 25). Most agree, 
however, that while Musin's career developing conductors is without equal, his life on 
the podium cannot be considered significant. If it could be considered so, it would only 
be in relation to the knowledge he gained from his time in that capacity, which he passed 
on to his students. 
According to Musin's son, Eduard, there were many factors in his father's 
inability to launch and maintain a successful career on the podium. He stated: 
I think that, obviously, the Soviet reality in general and anti-Semitism in 
. particular, influenced my father's career as a conductor. For a long time, 
he was not promoted to full professor and the title of "People's Artist," 
though, many of his former students had it already. But, it seems to me 
that the main reason for delays was his character. He was too modest and 
could not develop the "necessary" business relations and connections, "to 
clear his way by elbows." I am certain that his conducting career was not 
successful due to these circumstances. He should have conducted many 
more performances than he did. His concerts abroad in the '90s in London, 
Finland and Japan were a huge success, which I personally witnessed. In 
recent years, after touring in London, the public press recognized him as 
"one of the best conductors of our time." (Eduard Musin interview 2013) 
In his later years, Musin accepted guest conducting opportunities, as well as 
master class teaching engagements, when invited by his students. He said, "I conduct at 
the Kirov through the hands of my pupils" (Leach 2004, 26). In true Musin spirit, this 
can be construed as a humble statement. In reality, Musin was invited to conduct on 
numerous occasions, leaving the Soviet Union for the first time in the late 1980's in order 
to conduct for his former student Edwards, who was, at that time, conducting the Royal 
Philharmonic Orchestra (Boico conversation 2013). Edwards states that the conducting 
was very exciting and emotional (Edwards interview 2013). The praise for Musin's 
conducting did not cease at the doors of his former students. David Nice, writer for the 
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London newspaper, The Guardian, wrote the following in his review of a concert in 
Barbican Hall: 
What we saw, though, was an embodiment of his wisdom on circular-
motion conducting, every phrase shaped and tapered with the hands, not 
beaten with a baton; what we heard in the orchestra's response was 
expansive but never too slow, earnest but not dull, and highly inflected, 
with every instrumental solo given the space to make its mark. ( 1999) 
Equally complimentary is the following account of an earlier concert by Independent 
reporter, Anthony Payne: 
When Musin himself eventually strode on, we had been astutely prepared 
for his very special brand of electricity, his unpretentious devotion to 
every beat in every bar and his arresting clarity of thought. Certainly here 
listeners seemed instantly attuned to what Musin had to offer, and the 
rapport was such that, in a rare gesture, that entire hall rose to its feet for 
the final sustained ovation. A truly unforgettable occasion. (1996) 
As a teacher, Musin students remember his firm, yet honest, discipline. However, 
as a conductor, they remember a different individual. "Patient, yet demanding" says 
Boico. "Emotional, exciting ... very subtle, and always very musical," states Edwards. 
Said Leach (2004), "As a conductor, he was uncompromising and demanding, always 
working with a great sense of responsibility to the composer- to the music" (26). 
Perhaps Heine summed it up best, saying of Musin the conductor, "Simple and profound" 
(Heine conversation 2013). 
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ChapterV 
Ilya Alexandrovich Musin: Author 
llya Alexandrovich Musin wrote three works which were published over the 
course of his life. The Technique of Conducting ( 1967) and The Education of a 
Conductor (1987) deal, in a very in-depth manner, with the methods developed by Musin 
at the Leningrad (later St. Petersburg) Conservatory from 1932- 1999. The final book, 
Lessons of Life (1995), is an autobiographical account of Musin's life in music and, more 
importantly, in teaching music. In addition to these volumes, Musin' s posthumous work 
entitled Language of Conducting Gestures was published in 2006. In it, Musin highlights 
the final stages in the transition of a conductor from student to artist. Musin's final work, 
as yet unpublished, is Vade Mecum (trans. Follow Me), a short overview in monograph 
style, which outlines the entire method devised over his sixty-seven years of teaching. 
All of these works were originally published by the Soviet Union' s State 
Publishing House for artistic works, Muzyka Publishing, whose offices are in Moscow 
and St. Petersburg. Within the Soviet Union (and later the Russian Federation) these 
works are quite popular (Proskumya conversation 2012). However, given that these 
works are not yet translated, they are difficult to find outside the former Soviet Union. 
As stated previously, I worked as a proof-reader on, and is now in possession of a 
translation of, the 1967 text, The Technique of Conducting, as well as full permission for 
its use in this research. The translation was first undertaken in 2008 by Dr. Oleg 
Proskumya, a former Musin student who served as an interview participant in this current 
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study. Additionally, the 1987 text of Musin, The Education of a Conductor, has been 
translated by former Musin student and conductor, Maestro Peter Jermihov. 
In addition to Musin's aforementioned texts (The Technique of Conducting, The 
Education of a Conductor and Lessons of Life), a number of recent publications in 
English language versions by former Musin pupils have helped to illuminate the 
Leningrad School of conducting to the non-Russian conductor. For example, The Inner-
Impulses and Gestures of Orchestral Conducting (2011) by Oleg Proskumya, makes use 
of descriptions and diagrams which portray the lessons of Musin. In particular, 
Proskumya's descriptions of Musin's "picking up of sound" (Proskumya 2011, 62) and 
his reliance on the Professor's theory of the "contour of sound" are enlightening (102). 
The publication of Ennio Nicotra's "Introduction to the Orchestral Conducting 
Technique in Accordance with the Orchestral Conducting School of Ilya Mus in" is a 
recent addition to the available literature on Musin's teachings (2007). The work, with its 
DVD format technique demonstrations, is available with English, French, German, and 
Spanish accompanying texts and makes use of many of the teaching techniques used by 
Musin. 
Musin's Writings 
The Technique of Conducting ( 1967) 
In Musin's first work, he attempted to provide, in as much detail as possible 
(Korchmar interview 2013), those aspects of the teaching work he had begun more than 
thirty years earlier as a novice teacher at the Leningrad's Central Musicum Technicum 
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(Musin, 1995). The detail in his writing is, perhaps, as intense as were Musin's 
conducting lessons (Temirkanov interview 2013). Proskurnya, who as mentioned earlier, 
has translated the work, describes Musin's writing as "extremely wordy, even in Russian" 
(Proskurnya informal conversation 2012). However, Musin provides, in this book, the 
basic techniques and tools necessary for a potential conductor to realize success in his/her 
chosen field (Korchmar interview 2013). Musin concluded that, "Expressive motions are 
one of the instruments of human communication" (Musin 1967, 90). Encouraging his 
students to observe human behavior, Musin believed that the conductor could, in so 
doing, develop a library of expressive gestures which would be communicable to 
orchestral musicians (Edwards interview 2013). 
Musin's students (e.g. Temirkanov, Boico, Heine) suggest that he was not 
interested in those who mimicked his actions. Rather, he encouraged those who were 
able to incorporate commonplace gestures into conducting, making their own style in the 
process (Boico conversation 2013). Nevertheless, in the Technique of Conducting, Musin 
provides exemplary motions and gestures from which students can springboard into 
developing a more personal catalog. For example, the gesture which Musin referred to as 
"inviting" is used frequently throughout his writings and teachings He writes that, "The 
gesture is done with a light motion of the hand on the side of the body, while at the same 
time the palm opens and turns up" (Musin 1967, 308). Gestures of "invitation", 
"choosing", "pointing", and "dismissal" are also prominent in the text (Musin 1967, 309). 
Such gestures, when taken in the context of the moment and the personality of the 
conductor, can encourage musicians to take up and release sound in a variety of manners, 
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such as soft, articulated, or urgent. 
The psychological aspect of Musin' s technique mentioned earlier in this text by 
Korchmar (58) is evident in the description of some expressive gestures in The Technique 
of Conducting. For instance, Musin believed that some gestures in common use 
throughout life result from biological or "instinctive need." He describes the gesture 
commonly used by conductors to indicate the performance of a subito p passage is very 
much like the natural "reaction of the body against approaching danger" (Musin 1967, 
311 ). Disagreeing with the use of such gestures, Musin encouraged conducting students 
to utilize a gesture which more appropriately mimicked the required reaction, such as 
quickly pulling the arm in closer to the torso (Ogrizovic 2009, 50). Expressive gestures 
which originate in an everyday action, such as throwing, striking, or picking up are 
highlighted in The Technique of Conducting. 
Proskurnya, in the Introduction to his 2013 translation of The Technique of 
Conducting provided an assessment of the value of Musin's first writings, pointing out 
benefits, as well as shortcomings, for potential readers. He wrote: 
It is necessary to keep in mind that the technical approaches which are 
suggested in this book have to be viewed only as typical and initial, but 
not as constant and "universal." The most important thing is to grasp the 
inner essence of the method, its effectiveness and dynamism. Here again, 
the motor sensations are first and foremost the basis of possession of the 
method, tools for the development of the connection between musical 
pieces and a conductor's actions, and a means of correcting for the 
executed approaches. 
It may seem that some technical methods are depicted here in excessive 
detail (for example, the explanation of the motions of the rhythmically-
contingent rebound). This is done not for the reason that students precisely 
learn the suggested gestures, but rather for training, for the development of 
the ability to use their own motor resources and hands for a skilled 
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performance of any motion. Otherwise, these exercises assist in 
developing a sensation of the rhythmical fulfillment of the beat through 
the arms' motions, which serve as tools for the development of the feeling 
of rhythm, and for the development of the connection between motor 
sensations and musical concepts. (Proskumya 2013, iii) 
In the first of his three volumes, Musin begins what seems to be a lifelong journey 
to describe the importance of his concept of "sound in the hands" (Edwards interview 
2013). This concept is perhaps one of the most difficult of Musin's teachings to put into 
words. Alexander Polishchuk, former Musin student said, "To explain this, I need 2-3 
years. It took me 8 years to understand and be able to use it correctly. Musin's technique 
takes time" (Polishchuk interview 2013). Leonid Korchmar, who worked with Musin as 
his assistant in the final years of his life added, "It's impossible to say it in a few words" 
(Korchmar interview 2013). Nevertheless, Musin devoted a great deal of time to the 
concepts of portraying the music in one's hands. In The Technique of Conducting, Musin 
approached the problem from a psychologically-based model which highlights the human 
perception of light and dark. He wrote, "What is high is light, and what is low is dark" 
(Musin 1967, 318). In attacking the issue from this psychological angle, Musin was 
stating that when conductors gesture with arms high in the musicians ' field of vision, the 
commonplace reaction is to produce a sound which is light and airy. Conversely, when 
the conductor operates in a plane which is lower, the musicians naturally produce a sound 
which is darker in nature and texture. Proskumya suggested that Musin may have come 
to this conclusion as a result of the traditionally dark and "late" sound production 
techniques of orchestras such as the Leningrad Philharmonic Orchestra or the Berlin 
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Philharmonic Orchestras, the conductors of which had an enormous influence of Musin 
early in his career (Proskumya informal conversation 2012). 
As mentioned briefly in Chapter II, Musin devoted a great deal of The Technique 
of Conducting to the concept of upbeats within the larger schemes of "sound in the 
hands" and expressive gesture. Musin students teaching today continue to teach and 
write on Musin's ideas concerning upbeats (Proskumya 2012). For example, Musin 
wrote of the "suspended upbeat", which suspends time for the briefest of seconds before 
delivering the striking point of the beat. 
By increasing the speed of the hand's movement for the strengthening of 
dynamics, the conductor inevitably reduces temporary duration of the 
upbeat. This can become a serious obstacle when giving an energetic 
upbeat in slow tempo is required. On the other hand, insufficiently fast 
hand movement (appropriating slow tempo) cannot project the concept of 
energy and strength of the upbeat. Therefore, with the implementation of 
additional lines, a conductor attempts to extend the accelerated movement 
of the upbeat. Nevertheless, this approach sometimes appears insufficient. 
The specified contradiction can be eliminated by means of a special type 
of the upbeat called "suspended". Its prominent feature consists of the fact 
that the hand, for some moment, is delayed at the upper point of the 
preparatory motion. As a result, movements of the suspended upbeat differ 
by precipitancy and acuteness. 
The suspended upbeat is a fairly common approach in the conductor's 
techniques. It is often used even in instances when its application is not 
mandatory, for example for strengthening the dynamics of music not only 
in slow, but also in fast tempos. This occurs due to the fact that prompt 
movements of the suspended upbeat, with a delay in the upper point of the 
motion, are capable of rendering much greater influence on dynamics than 
are wide conjoint gestures of the typical upbeat. Also, some conductors 
use the suspended upbeat to strengthen an acuteness of sounding, and so 
on. (Musin 1967, 143-144) 
An additional example of Musin' s reliance on upbeats is found in his writings on the 
"Incomplete Upbeat". He writes: 
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In conducting, it is an accepted practice to recognize the beat, which 
begins with a pause as incomplete. The quantity of the sounds occurring in 
the incomplete beat may vary. (Musin 1967, 152) 
Furthermore, Musin includes examples from the symphonic repertory, such as 
those seen below, as teaching tools: 
Example 2: 
~ = 120 d . = 106 
r ,. r 1 r ;z o 1 r ; .zggu; e * r 1 r ; 11 r r 1 r- ~ 
More often, an incomplete beat may include one metrical unit. However, it can consist of 
several units as well: 
Example 3 Mozart. "A Little Night Serenade," IV m . . 
.Allegro 
p~pbHUIHHI 
Example 4 Tchaikovsky. Waltz from Serenade for String Orchestra 
Moderato tempo di valse d · = 69 
p 
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If the pauses preceding an incomplete beat at the beginning of a measure are marked, 
they, typically, are counted by schematic gestures, after which an appropriate upbeat is 
given (Tchaikovsky. Concerto for Piano and Orchestra No. 1, beginning) 
(Musin 1967, 152-153). 
In The Technique of Conducting (1967), Musin made his first foray into the field 
of writing. While his son, Eduard, suggests that his father began work on this volume 
during the height of World War II, while waiting out the Nazi siege of Leningrad, it 
would be many years before he felt comfortable enough to publish his work (Eduard 
Musin interview, 2013). Regardless of his possible timidity toward publishing, 
Korchmar believes that Musin was a gifted writer. "He is very talented. He really uses 
very good language. It's a good rationale that you can believe. He was a painter, you 
know. He was a very talented person. He is a very good writer and very clear, very 
scientific at the same time. A lot of imagery", he said (Korchmar interview 2013). 
The Education of a Conductor (1987) 
Musin's 1987 text serves as a training manual to his earlier work, The Technique 
of Conducting (1967). In this book, Musin outlines what he believes are the three most 
important steps in a conductor's preparation for performance: 1) score preparation or 
"homework", 2) rehearsal, and 3) performance before an audience (Musin 1987, 55). 
Musin, who started his career as a pianist, utilized the practice techniques learned in the 
piano studio in order to prepare conductors, as well. For instance, pianists work on a few 
measures at a time in order to perfect them (Musin 1987, 108). Students who worked in 
his studio attest to many weeks spent on a particular set of measures in various pieces of 
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repertoire (Proskumya interview 2013). Further, pianists divide learning by using hands 
separately (Musin 1987, 108). Boico states that Musin insisted on using the left hand. 
"If you don't use the left hand, it means you don't have anything to say," he said (Boico 
conversation 2013). Finally, pianists practice etudes in order to develop certain skills 
(Musin 1987, 108). Musin utilized particular literature in his writings, as well as in his 
studio, in an etude-like manner in order to develop skills necessary to teach concepts 
rather than repertoire (Boico conversation 2013). 
According to Ogrizovic (2009), who not only studied with Musin, but also has 
done a detailed analysis of many of his writings, "Musin suggested the following 
methods for a conductor's homework which are similar to a pianist method of practice: 
1. Method of divided learning of the score through separating individual voices 
and structural layers of music (paying attention to the interpretation as well as 
manual skills) 
2. Method of comparison 
3. Method of comparison in addition to the method of the divided conducting 
4. Method of divided learning of the expressive elements of the interpretation 
5. Slowing down the practice of demanding technical elements 
6. Practicing exercises for developing 'feeling of sound in the hand"' (60). 
Throughout the remainder of the text, Musin goes on to describe each of the 
aforementioned "homework" assignments in detail, taking time to explain not only the 
procedure, but also the importance of each category. For example, in extolling the 
virtues of a "Method of Divided Learning of the Score", Musin suggests that a 
conductor's ability to "hear all of the voices of the orchestra" is paramount to success 
(Musin 1987, 58). In the section devoted to "The Method of Comparison", or comparing 
what limited actions the hand can make and how to apply those motions in given 
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situations, Musin provides the following chart: 
I. Develops necessary conducting skills and habits: 
1. Interpretative vision and fantasia 
2. Hearing attention 
3. Motional sensations 
4. Feeling of "sound in the hand" 
a) Feeling of the rhythmical pulse within the beat 
b) Feeling of musical connections between beats and sounds 
c) Feeling of the direction of the phrase 
1. Feeling of direct connection between musical images and gestures 
2. The ability to experience and convey motions of the musical structure with gestures 
3. Precise and active conducting 
4. The skill of the conductor's vision of the score 
5. The skill of enriching the score 
6. The ability to understand the context of the piece 
II. Helps better interpretation of the piece: 
1. More detailed analysis of the score 
2. Search for the interpretative answers 
3. Deeper comprehension of the piece (understanding of the meaning of the dynamics, 
articulation signs, phrasing, etc.) 
ill. Can be used as the tool for: 
1. Choosing expressive gestures of conducting 
2. Control of the correctness of conducting 
3. Control of whether the specific gesture is appropriate for the musical form 
4. Overcoming opposites between technical and expressive aspects of conducting 
(Musin 1987, p. 65: translation Orgizovic 2009, 64) 
Amongst former Musin students, the value of The Education of a Conductor 
(1987) is readily recognized. Boico approved of the book as a sequel to The Technique of 
Conducting (1967), describing it as, "Extremely articulate, imaginative, simple" (Boico 
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conversation 2013). Oleg Proskurnya saw the work as a natural extension of Musin's 
desire to constantly learn and develop more and better methods. He stated, "He 
progressed. He never stopped in developing. He never stopped analyzing. He never 
stopped improving. He never stopped thinking about the method and trying to find ways 
to explain it so that students and colleagues would understand it better. His writing 
progressed in the same manner that his conducting did." (Proskurnya interview 2013) 
Lessons of Life ( 1995) 
The final work of llya Musin, published during his lifetime, is Lessons of Life 
(1995). This work is completely autobiographical and contains no information on 
conducting outside Musin' s own reminiscences of various conducting posts and 
orchestras with which he worked over the course of his lengthy career. Quite simply put, 
"It is his memoirs" (Korchmar interview 2013). 
This text gives the reader an intimate look at Musin, the man. Although one can 
never truly separate Musin the musician from Musin the Man, Musin' s writings on his 
life allow the reader a glimpse at the difficulties that a life in service to the Soviet State 
afforded an artist who never joined the Communist Party (Edwards interview 2013). 
Though Musin claimed to have had "no time for politics" (Leach, 2004, 22), one senses a 
bitterness in Musin when he writes of losing the Music Directorship of the Leningrad 
Philharmonic to Conservatory classmate Yevgeny Mravinsky. "I decided that I would 
have to live without the Great Hall of the Philharmonic," he wrote (Musin 1995, 210). 
Further difficulties in Musin' s existence as a Soviet artist are brought out in tremendous 
relief. For example, Musin explains the difficulty of his situation in fleeing from the 
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Nazi Army during his stint as Music Director of the Minsk Philharmonic (Musin 1995, 
192-194). 
Perhaps the most painful of memories related by Musin in Lessons of Life 
concerns his experience in Minsk. While he suggests that the orchestra was responsive to 
his leadership, traveling and touring under his baton, the omnipresent specter of Soviet 
rule created problems. Musin relates the story that once, at the instigation of a Soviet 
military official, he was instructed to include a piece of music which had not been 
rehearsed on a concert. He refused. After pleading by his musicians and family, Musin 
relented and performed the piece. When writing his memoirs, he toys with the question 
of why he relented. "If I had not done so," he wrote, "Would I be writing my memories 
now?" (Musin 1995, 174). 
The work shows a retrospective, circurnspective side of Musin of which few 
outside his musical community would be aware. To his students, the work carne as no 
surprise. One must remember that Musin' s students were part of an extended family, 
particularly before the death of his wife, Anna Aronovna, in 1995 (Boico conversation 
2013). Students would gather in his horne for all of his birthdays, anniversaries, and 
other special occasions. Therefore, the contents of Lessons in Life were the basis of 
stories they had heard from Musin, the adoptive father-figure, throughout their studies 
(Edwards interview 2013). 
The value in Lessons of Life ( 1995) stemmed from the very simple manner in 
which Musin presented his lengthy career in conducting and teaching. Said Edwards, "I 
think what I have read, they are clear, often quite personal descriptions of what he did 
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and what he thought. I think humble might be one way to describe them" (Edwards 
interview 2013). 
Language of Conducting Gesture (2006 - posthumous) 
Musin' s last published work, albeit posthumously, is Language of Conducting 
Gesture, published in 2006, seven years after his death. In this volume, Musin returns to 
his life's work of educating potential conductors in the art of bringing together precision 
and expression. A brief description of the contents of this book was included in Chapter 
ill. However, at this time, a more detailed description will be invoked. 
In Language of Conducting Gesture, Musin divided his method into seven levels 
of conducting training. See below: 
I. Time Beating 
In regards to time beating, Musin students in his first, or fundamental level 
of conducting, including such building block topics as marking the 
beginning point of every beat in the measure, establishing tempo, 
establishing proper dynamics, establishing the character of the sound, 
rests, fermatas. 
IT. Management of the Rhythmic and Sound Aspects of the Beat 
Musin devotes this section to issues of the passing beat including the 
intensity and structure of each. 
ill. Delivery of the Character of the Musical Phrase 
In this section, Musin applies his theories to the development of musical 
phrases as they relate to the composer's wishes and designs and the 
development of bow-stroke-like gestures. 
IV. Representation of a Progression of a Musical Work 
Musin discusses the nature of the work in question and the conductor's 
need to connect the entire work to itself through structural elements. 
V. Expressing Character of the Musical Motion 
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Here, Musin advances his theories on conducting psychology in the form 
of light and dark, the weight of the sound, and the feeling of "sound in the 
hands". 
VI. Expressing the Character of the Musical Image and Its Emotional Meaning 
Musin addresses the conductor's responsibility to such issues as the 
character and overall feeling of the music to be performed. 
VII. Influence of Conductor's Will on Performers 
In Musin's final category, he harkens back to the pedagogy of his original 
conducting teacher, Nikolai Maiko, who wrote, "The will of the 
conductor, with the knowledge of how to use it towards himself and 
towards the performing instrument - the orchestra or chorus - is one of the 
most essential factors of conducting" (Malko1950, p. 24).Musin fully 
believed that the conductor, fully prepared to conduct, could and should 
exert his will on the musicians. (Musin 2006, 31-43; translation Ogrizovic, 
2009) 
In the later chapters of Language of Conducting Gesture (2006), Musin delves 
into those issues of polish, style, and effectiveness which, while difficult to frame in 
words, are important to every conductor. Such issues as the perceptions of the musicians 
towards the conductor, the "intonation" of gesture ( 198), and the imagination of the 
conductor and how it plays out in his conducting are explored. In short, in the final 
chapters of this work, Musin implores conductors, having done the proper "homework" 
outlined in The Education of a Conductor (1995), to present music which can be 
perceived as having life (Heine conversation 2013), at the same time warning against 
empty gestures which are outside the scope of the music's meaning, and therefore, 
ineffective (Musin 2006a, 180). 
Vade Mecum (Unpublished manuscript at the time of Musin ' s death) 
Proskurnya suggests that Musin, until his final days, was continually evolving his 
method, looking forward to new and interesting ways of reaching students. He tells the 
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delightful story of a principal horn player who, while serving as a Professor at the 
Conservatory had performed in Musin's orchestra for many years. On seeing Musin 
conduct movement II of Peter Tchaikovsky's Fifth Symphony, she said, "You know, I 
have been watching llya Alexandrovich for twenty-five years and I have to tell you, he 
has made such progress" (Proskurnya interview 2013). 
It was no secret to his students that he continued to grow as an artist and teacher. 
As Korchmar stated: 
Musin himself, he transformed, he changed his approach to the art of 
conducting very considerably. I was a spectator as not only his student. I 
was a spectator. I had the chance to watch him teaching many, many 
years, thirty-five years. The more tradition he accepted in his class and the 
tradition came with foreign students from different parts of the world. 
Very different - American, English, German, Japanese, Chinese, a lot, 
Polish, sometimes he had at once sixteen to eighteen students in his class 
and they were alternating. Some of them came for half a year and he has 
to help them. He had to help them to equip themselves with sometimes 
rapid, in a very short time, these reliable skills. He conducted a lot So, 
it's not only stated formats, like taking from below or making circles and 
so on, he was getting more and more precise, combining the St. Petersburg 
tradition with Western and so on. (Korchmar interview 2013) 
It is perhaps this evolution or transformation with which Musin was concerned in 
writing Vade Mecum. The pamphlet-sized book can be considered a crystallization of all 
that Musin has developed over the course of his sixty-seven year teaching career and his 
life in music. Although unpublished until a translation by former Musin pupil V.S. 
Fialkovsky was presented in 2006, it is popular amongst Musin students as a guide in 
their own teachings and continued development as conductors (Proskurnya interview 
2013). 
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Musin in the Context of Other Conducting Pedagogies 
Despite the fact of Musin's passing in 1999, his pedagogy represents one of a 
handful of methodologies that are being used today in the preparation of conductors and 
teachers/conductors. The study outlined herein did not have as its purpose or intent a 
comparison of Musin's methods with these aforementioned pedagogies. However, it is 
important at this juncture that the reader be introduced briefly to these methods for the 
purpose of placing Musin in the greater context of accepted conducting pedagogies. 
While it is impossible to discuss these conducting pedagogies without associating them 
with the school or place in which they originated and are being practiced, the reader 
should be aware that the following discussion outlines pedagogies which are currently in 
use for the preparation of conductors and teachers/conductors and does not serve to 
promote one or another of the pedagogies or texts included therein. 
Dallman (2012) placed the world's three great centers of conducting pedagogy as 
follows: Musin's method in St. Petersburg, Russia, Jorma Panula's method at the Sibelius 
Academy in Helsinki, Finland, and Hans Swarovsky's method at the Vienna School of 
Music and Arts in Austria. While these methods have been espoused by conductors and 
trainers of such for decades, they do not represent the end of the list. However, for the 
purpose of contextualizing Musin within the broader scope of pedagogies, they serve as a 
good starting point. 
Panula, who for twenty years served as Professor of Conducting at that Sibelius 
Academy, is often remembered as having no fixed method, relying instead upon an 
approach which highlights the natural movements of each student. From his studio have 
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come such conducting greats as Esa-Pekka Salonen, Jukka-Pekka Saraste, Osmo Vanska, 
Niklas Villen, Petri Sakari, Ari Rasilainen, Tuomas Ollila, Sakari Oramo, Susanna 
Malkki, and Mikko Franck. 
Panula began his tenure in Helsinki in 1973, when Musin was already in his fifth 
decade of teaching in Leningrad, and concluded his teaching duties in 1993, a full six 
years before Musin's passing. There are some decided comparisons between the Musin 
pedagogy and that of Panula. Panula's belief in score study and knowledge as the 
building blocks of success mirror Musin's. He wrote: 
I assume you know the scores and their secrets. To many the score looks 
like a secret code. Learning the score is the first requirement to leading an 
orchestra. Nevertheless, the most difficult part begins with the orchestra 
rehearsal. As your instrument, you have a living machinery, complicated 
to handle, not some old fashioned band in an officer's command. We are 
all musicians, doing teamwork. My pedagogical motto is: HELP, BUT 
DON'T GET IN THEW A Y. (Panula 2014) 
Both teachers relied heavily upon the natural motion of the individual student's body as 
the basis of his/her technique. Panula followed in Musin's footsteps by providing a 
student-populated orchestra twice weekly for rehearsals. However, it is with these points 
that the comparison ends. By contrast, Musin preferred to model for students in studio 
and orchestra sessions, while Panula utilized video tape of students in the studio in order 
to critique. He believed that, in this way, he could provide the student with "an 
experience closer to a professional situation." (DoHman 2012). This use of video, with 
instruction after the fact, is at the heart of the Panula approach. It allows the student to 
work virtually uninterrupted on the podium. 
In Vienna, Hans Swarovsky's began his tenure at the School of Music and Arts in 
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1946 and taught, much like Musin, until his death in Salzburg in 1975. The 1960's and 
1970's were to serve as the golden years of his pedagogical influence, as his studio 
produced in this period a line of important conductors which included Claudio Abbado, 
Zubin Mehta, Mariss Jansons, Jesus Lopez-Cobos, and Guiseppe Sinopoli. Swarovsky is 
remembered as not "being particularly demanding regarding the physical aspects of 
conducting" (DoHman 2012). However, his emphasis on score study and knowledge of 
form and structure comprise the focal point of his method. His approach to the art of 
conducting was more mathematical than his counterparts in St. Petersburg and Helsinki, 
but was believed to provide his students with the necessary tools to concentrate on 
interpretation more than technique (Nice 2014). DoHman (2012) suggested that the 
success of Swarovsky's pedagogy might very well have been tied up in the sheer number 
of students who populated it. For instance, in 2012, the Vienna School boasted a 
conducting roster of 70 students, while St. Petersburg and Helsinki enrolled 19 and 12 
respectively. With this vast number of students, Dollman believed that the ability to 
tailor ear training and orchestration instruction to the conductor provides a more 
grounded pedagogy in these areas, and consequently, attracts more students. 
In other ways, Swarovsky followed the same pedagogical patterns as Musin. His 
use of two pianos in the studio and his ability to provide a professional orchestra align 
with Musin's system, as does the fact that Vienna, like St. Petersburg, is musically active, 
thus giving students more opportunity to study in world-class venues. 
Another pedagogue whose work, in some ways, mirrors Musin's is Kenneth 
Kiesler, whose conducting program in the University of Michigan's School of Music, 
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Theatre and Dance attracts students of the highest calibre on a regular basis. Kiesler is the 
founder of the renowned Conductors' Retreat at Medomak, where he serves as Director. 
The Retreat, founded in 1996, is situated in mral Maine on the shores of Washington 
Pond. It provides an idyllic spot for the delivery of Kiesler's philosophy on conducting, 
to "physically embody the music," (Dollman 2012), a practice which he believes, as did 
Musin, can be taught. Kiesler stated, "It is the perfect place for conductors to shed 
whatever veneer they have accumulated, or walls that may have grown between 
themselves and the music or musicians" (Conductors Retreat 2014). An important facet 
of Kiesler's pedagogy, as with Musin, is the incorporation of acting principals alongside 
the historical technique of conducting. However, Kiesler has taken this concept a step 
further, suggesting that conductor's should be "vulnerable to the effects of the music" 
(Dollman 2012). While students immersed in the Kiesler method are expected to operate 
from a basis of score knowledge, the technique also encourages students to react within 
the realm of conducting technique, to Kiesler's piano improvisations as an exercise in 
vulnerability. 
The conducting program at the Julliard School, built upon the pedagogy of 
German-born conductor/pedagogue Otto Werner-Mueller, has been an important 
pedagogical stop for conductors in the United States. Werner-Mueller, who is currently, 
at age 88 is Professor of Conducting at the Curtis Institute, where he is considered one of 
the most important conducting pedagogical figures of the last half-century (Curtis 
Institute 2012). Considering some of the talented figures who have studied under 
Werner-Mueller (i.e., Alan Gilbert, David Amado, Robert Hart Baker, David Hayes, 
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Sarah Ioannides, and Paavo Jarvi), there is no doubt that a decided portion of his 
pedagogy focuses upon traditional conducting technique. However, Werner-Mueller's 
pedagogical impact seems to be focused strongly upon areas of score study and 
knowledge. Werner-Mueller stated, "The worst insult a conductor can give the orchestra 
is to not be well prepared. A conductor must know every line and see the whole phrase, 
like the curve on a building. He must know what's just ahead and where you are 
going ... " (Curtis Institute 2012). 
A pedagogical approach which is gaining more popularity globally is the 
technique attributed to Japanese teacher Hideo Saito. Saito, who served as principal 
cellist in the Japan' s NHK Orchestra, spent a great portion of his life studying the artistic 
successes and failures of various conductors who worked with the NHK (Nippon Hoso 
Kyokai) Orchestra. Seiji Ozawa, former conductor of the Boston Symphony Orchestra 
was once a student of the method, as was Unlike Musin, whose method attempts to marry 
the ideas of precision and expression, Saito believed in the concept of the "beat-point" or 
that particular spot at which the beat occurs and the lead-up and exit from the same. His 
pedagogical approach divides the each gesture into four distinct categories which are: 
1) The before point motion 
2) The beat point 
3) The after-point motion 
4) The secondary point 
Wayne Toews, Canadian conductor and proponent of the Saito Method has created a 
conducting school dedicated to its principals which spreads the Saito pedagogy through 
online format to an increasingly growing audience. In explanation of the technique, 
Toews wrote: 
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A pendulum, beginning at its highest point, falls with acceleration at an 
even rate in the before point motion, passes through the beat point at the 
fastest speed and decelerates in the after-point motion. Saito called the 
place when the motion is slowest before the pendulum falls the "secondary 
point." The placement of the secondary point in space and time is the 
"secret" that makes conducting gestures clear and empowers conductors to 
elicit a musical response. (Toews, 2013) 
There are several features of Saito's method that are unique pedagogically. First, 
his dependence on the natural force of gravity is the basis of his arm-swing approach. 
Saito exercises are designed to allow the conductor to have confidence in this natural 
force. For instance, a preparatory exercise in the technique encourages the conductor to 
sit with a stack of pillows on the lap and allow the arm to fall naturally from an elevated 
height into the pillows. "The arm should fall like a tree cut at the bottom and should not 
bend at the elbow or collapse. Then practice making an upward bursting movement from 
waist height" wrote (Toews 2013). This is in direct opposition to the Musin technique 
. which eschews jerking motions completely and relies more upon a picking up of sound in 
a manner relative to the feel of the sound at a particular moment. 
Second, the Saito pedagogy advocates a pendulum or swinging motion, which 
Saito referred to as "Shakui" (Valent 2000). This swinging motion, based upon exercises 
espoused by Toews tends to place each beat point in the same place, that is to say each 
ictus falls at virtually the same place in regards to the conductor' s body or the conducting 
podium. This aspect of the technique accentuates the pendulum nature of the beat and 
brings it more into the category of what Musin would have called "battuta-style" 
conducting, which is very ictus or beat-driven. Again, this facet of Saito's pedagogy 
directly opposes Musin's approach. 
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A third, and extremely important, unique feature of Saito's method is the 
significance of his secondary point. According to Toews: 
Saito analysed conducting gestures and discovered that the clarity and 
artistry in gestures is dependent upon the timing and placement of the 
slowest part of the motion, which he called the secondary point. Other 
conducting methods focus mainly on the beat point where the motion is 
the fastest (usually at the bottom of the gesture). By understanding how to 
control the secondary point, conductors allow the performers to anticipate 
· when the beat will occur and to envision the ideal sound. Having the 
ability to predict gives performers the confidence to control timbre, tuning, 
articulation and ensemble blend. Of the dozens of methods used to teach 
conducting worldwide, these concepts remain unique to Saito ' s method. 
(Toews 2013). 
Like Musin, Saito's method espouses the benefit of using the conducting 
technique inherently imbedded in particular pieces of music. Over time, Saito developed 
the use of eight study pieces, each of which highlighted a particular technique which was 
essential to successful completion of his course. For instance, Saito's Study #1 utilized 
the piece Variations of "Vi en' qua, Dorin a Bella" by Carl Maria von Weber in order to 
teach students a method for making into-point gestures smoothly, while not interfering 
with the rhythmic pulse accompanying it (Valent 2000, 50). His Study #4 uses an Allegro 
by Haydn in order to highlight from-point gestures (Toews 2013). While Musin's 
catalogue of teaching pieces was decidedly larger, the approach is the same. 
A final aspect of Saito's pedagogy which is in alignment with Musin's teachings 
is the development of a complete system. While modern textbooks used for the training 
of teacher/conductors rely upon the teaching of strict beat placement and memorization of 
patterns and schemes, Saito's method, while conflicting in many ways with Musin's 
provides possibilities for making a finished conductor whose abilities in regards to 
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precision are equal to his/her expressive qualities. In recent dissertation research on the 
state if conducting pedagogy in Japan, it seems clear that the same problems exist in this 
nation as in the United States, namely a lack of conducting teachers who have 
matriculated through a systematic approach to conducting technique (Ura 2013). 
According to Ura (2013), Saito's pedagogy provides many answers to this problem. 
While not generally accepted as a method in the sense that Musin, Panula, 
Swarovsky, Werner-Mueller, and Saito are methods in conducting pedagogy, some 
interesting research has been done in the fields of dance pedagogy and acting pedagogy 
which have implications to the field. Schlomer's (2012) research concurs with the 
problem presented in this current research and suggested that the solution to the problem 
may be found in referring to dance pedagogies as a means of solving this problem. He 
wrote: 
A journey through many conducting textbooks (Green and Maiko, Labuta, 
Hunsberger and Ernst, Stotter, etc.) exposes the dearth of creative material 
to which a conducting student is exposed. Traditional conducting texts lay 
out a wealth of objective tasks that conductors can use on the podium, but 
the same objective topics can also be presented using a student's own 
subjective process of creative discovery. The bulk of a conducting 
student's musical creativity is developed outside of the conducting 
classroom, but the conducting student, unless he/she has previous 
experience in dance, has probably not thought creatively about movement. 
If young conductors do not establish creative movement habits during 
their conducting coursework, their creative musical thoughts might never 
have a voice; frustration might ensue. (Schlomer 2012, p. 88). 
Schlomer suggested that through dance training and improvisational exercises, the 
conductor might well give voice to the expressive side of his/her musical abilities and, 
consequently become a more effective teacher/conductor (Schlomer 2012). 
Similarly, and in tune with Musin's ideas on movement which mimics the natural 
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movements of human existence, are the findings of Running's (2008) research on the 
introduction of acting principals into conducting pedagogy. Running, like Musin, found 
that: 
1) Theatre exercises designed to improve the expressivity, specificity, and 
comfort levels of novice conductors has a positive effect in the ability of 
the conductors to perform physical conducting gestures. 
2) Students are open to and act favourably to incorporating exercises 
designed to increase a conductor's expressivity. (Running 2008, iii) 
It is expected that research, such as that of Schlomer (2012) and Running (2008) will 
continue to gain importance in the field of conducting pedagogy. With the exception of 
Musin' s pedagogy, which presents perhaps the only complete system, the aforementioned 
research provides avenues through which other pedagogies may be expanded. 
As a final contextualization of Musin' s pedagogy, a brief examination of textbook 
methods commonly used for the preparation of teacher/conductors is now undertaken. 
For the purpose of this exercise, four texts will be examined. They are: 1) Green and 
Gibson's (2004) The Modern Conductor (7th edition), 2) Kohut and Grant's (1990) 
Learning to Conduct and Rehearse, 3) Labuta's (2009) Basic Conducting Techniques (6th 
edition, and 4) Meier's (2009) The Score, The Orchestra, and the Conductor. 
As expressed by Schlomer (2012) in his aforementioned research in dance and 
conducting pedagogies, all of the texts included in the previous list provide a wealth of 
exercises which enhance the student conductor's knowledge of technique. Each provides 
detailed instruction on important facets of conducting such as the preparatory beat, cut-
offs, proper methods for holding the baton, etc. Each is endowed with musical excerpts 
designed to reinforce the concept at hand and diagrams which provide dear and concise 
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instruction on symmetric and asymmetric conducting schemes. The pedagogies in these 
texts include seating charts for ensembles of various size -and genre and appendices of 
musical vocabulary, the knowledge of which is important to the budding conductor. 
As a disclaimer, it must be admitted that these texts represent tried and true 
methodology in the field of conducting methodology. However, none represent complete 
systems of teaching conducting to future conductors or teacher/conductors, nor do they 
prepare a future teacher of conducting for the daunting task of providing the complete 
picture to his/her students. At the end of the day, these books are exactly that, books. As 
such, they are theory at best. It is extremely important that the teacher of conductors and 
teacher/conductors utilize every resource at his/her disposal to expose the aspiring 
conductor to opportunities for practical application of the theories contained in these 
texts. I daresay that all textbooks on conducting pedagogy, including the writings of 
Musin discussed earlier, may indeed become useless tools without the application of their 
findings in a real world, real-time manner. Conducting cannot be considered a "one-size-
fits-all" proposition. As such, it is not until the novice conductor mounts the podium and 
applies his/her learnings to an actual ensemble, the he/she discovers just what aspects of 
the curriculum studied adequately expresses the musical meanings alive in his/her mind 
at that particular moment in time. 
Musin students continue to propound his texts as methods which clearly and 
succinctly outline a language of expressive gesture which is psychological and 
"liberating" (Korchmar interview 2013). They differ from other existing texts in their 
reliance on expression and exactitude in technique (Ogrizovic 2009). Shortcomings 
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associated with Musin's writings include the lack of reviews for the texts. In that the 
original publications, and subsequent editions, were undertaken inside the former Soviet 
Union, the availability of the books in the West has been limited. However, the 
translation of The Technique of Conducting (1967) by Proskurnya and The Education of a 
Conductor (1987) by Peter Jermihov will, no doubt, encourage the writing of such 
reviews. 
llya Alexandrovich Musin, the author. Although little known in the literary 
world, his writings highlight the basic skills necessary to succeed in the world of 
orchestral conducting. Yuri Temirkanov minces no words in regards to the reading of 
Musin's works. He stated, "His books are not easy to read for every musician as they are 
written, I think, for conductors only. And I believe that it is an absolute must for every 
conducting student to study these books ... Of course, one can conduct without reading 
Musin, but it will not be very "correct" or professional conducting-wise" (Temirkanov 
interview 2013). 
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Chapter VI 
Ilya Alexandrovich Musin: Potential Contributions to Music Education 
Musin's life's work contributes to the professional preparation of conductors, 
music teacher education, and to the conducting profession as a whole. Musin' s method is 
also about teaching musicality (in the form of conducting) and that since musicality is 
taught at the elementary school and general music levels, then his method might prove 
valuable in some way for a variety of music educators and their students. The findings of 
this current study indicate that Musin's potential contributions to the field of music 
education can be more readily applied to secondary, large-ensemble instructions, and to 
the post-secondary preparation of future teacher/conductors. Due to the nature of the 
governmental policies of the former Soviet Union, Musin's method and pedagogy were 
virtually unknown in the West until the late 1990's. Consequently, until such time as 
Musin's pedagogical insights can be disseminated to the music education community (in 
the form of documents such as this dissertation), and data collected on its impact, any 
contributions which might be attributed to it must be considered potential in nature. 
In interviews and extended conversations with Musin's former students for this 
current study, opinions and reminiscences of his classroom demeanor and pedagogical 
style vary, as has been examined throughout this document. Some (e.g. Edwards and 
Heine) remember the kindness. Others (e.g. Korchmar and Polishchuk) remember the 
psychological approach. Some (e.g. Boico and Proskumya) recall the often stem nature 
of Musin, as well as the enormous impact he had on their lives. However, none disagree 
on the importance of Musin potential contributions to music education. Musin himself 
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reflected on his place in the history of music education in a 1997 interview for The Sun, 
stating, "I feel some sort of satisfaction that I've made some contribution to the art of 
conducting, especially in classroom education. I've been working and thinking about it 
all the time." (Leach, 26) 
While Musin trained many world-class conductors, over ninety by Ogrizovic's 
(2009) count, one must ask his students and family in order to get a true picture of his 
contributions to the overall field of music education. Eduard Musin suggested that his 
father's contribution, outside his method, was his total devotion to his students, and that 
current and future teachers can learn from his model of selfless devotion to their lives 
(Eduard Musin interview 2013). His thoughts are mirrored in the words of former 
students who were a part of the "community" of student/adoptive children who attended 
concerts and operatic performances with him, as well as gathering in his home for 
tutelage, meals, and conversation (Korchmar interview 2013). Boico discussed the loss 
of this aspect of Musin's pedagogical style for the final generation of his students who 
arrived after the passing of his wife, Anna Aronovna in 1995. He stated: 
When I met Musin, and he was already eighty-nine, his wife of many 
years had just passed away, perhaps two or three years prior. It was a 
huge tragedy for the musical community in Leningrad because everybody 
knew her. I think she was a pianist as well. She was an inseparable part 
of his life. Also because she was the one who kept him on track as far as 
his physical condition was concerned. Why do I bring that up? Because 
Musin spent all the holidays, all the birthdays, any major event in his life 
only with his students ..... That's what he cared about. He cared about his 
students whether they were Russians or foreigners or from any of the 
Soviet Republics, male or female, which was unheard of in the West. He 
cared about the person. "Oh, you are here to study conducting? I can do 
that too, but, first I am going to care about you as a human." That was 
incredible about him. It just came out of him, this love and care for the 
students. I never got to feel that in his house because once the life was 
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gone all these get-togethers with the students were also gone. (Boico 
conversation 2013) 
While not being able to gather in Musin 's home, students continued the tradition 
of meeting as a family-like unit. Heine stated, "The students were an entire family. All 
of Musin' s students felt like something bonded them and they would go out after class for 
discussions on the day's events" (Heine conversation 2013). 
What can current and future music educators learn from Musin which will 
enhance the profession? This question was posed of all interviewees for this present 
study. The answer to this question hinges upon the fact that those who studied the Musin 
technique believed that it is applicable in all ensemble situations due to the simplistic 
nature of the gestures which Musin espoused. Edwards stated: 
Well, I think the marvelous thing about the Musin school is that his ideas 
are very simple actually. When you start with kids, showing them how to 
do the beats in conducting in nice little smooth motions, I think it is very 
important that it should feel good to the person who is actually doing 
it.. ... because you can do it in any degree. I've done this myself, you 
know. I quite often work with small contemporary groups. Just the fact 
that the beats are very clear and easy and as a conductor you don't get 
tired doing them. Just means that if the group needs a little bit of help 
now and then to know where the entrances are, you can do it in a really 
minimal way where the underlying legato school is still there ... I think the 
fundamental thing that is relevant is that it all came from the joy of music 
and the sound that music makes and his abilities to be expressive. The 
fact that the technical side of it is not difficult, but in fact it is intensely 
musical, in itself. You know, often I say to kids, "What does this music 
feel like to you?" They say, "Oh it sounds like a lion jumping or 
something." And then I say, "Okay, let's do it like that." Immediately 
they are doing something. (Edwards interview 2013) 
Korchmar suggests that, even when one disagrees or "argues" with the Musin 
method, the dialogue can be "fruitful" because, by arguing, one is exploring new 
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possibilities, which is, in the end, what Musin was encouraging (Korchmar interview 
2013). 
While all former students interviewed agreed that the Musin method is his 
substantial contribution to music education, it is important to note that some feel as 
though certain factors related to life and education in the Soviet Union may have made it 
more effective in that environment than in the United States, for example. Heine 
believed that the incredible system of pre-conservatory training in the former Soviet 
Union may have allowed students to be better prepared to absorb the intricacies of 
Musin's psychological approach simply because those students may have had a better 
foundational training prior to coming into contact with him. He said: 
One thing we don't give enough credit for in the West is the whole system 
of Soviet music education before they get to the conservatory, professional 
music training from the age of five and ear training from the age of five or 
six, solfeggio with fixed go and music history and secondary piano and 
harmony and analysis and your applied instrument from a very early age. 
(Heine conversation 2013) 
Oleg Proskurnya gives credit to the Musin method for advancing the art of conducting. 
He said, "I think if we had not had Musin, conducting methodology would be where it 
was at the end of the nineteenth century" (Proskurnya interview 2013). However, while 
highlighting what he perceived to be the differences between Soviet and American 
conservatory entry requirements, Proskurnya suggested that a portion of Musin's success 
may have been contributed to the Soviet system. He stated: 
Musin taught in a different social environment and students in the 
Soviet period had to take a very hard exam to get into the program. 
However, students didn't pay anything, it was free. So as soon as 
you passed ..... you were accepted. There was no such thing as 
paying tuition and they accept you. There was not that culture of 
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consumerism. So the teachers feel like they were in customer 
service to serve clients. There was absolutely nothing near this 
mental and cultural atmosphere where the teacher has to watch and 
be careful what they say because they are afraid of a bad 
evaluation at the end of the semester or something like that. 
(Proskumya interview 20 13) 
Boico, however, disagrees. He stated, " .. .. Even though he was a super famous teacher, 
he could have done anything. He could have left the Soviet Union. He could have had 
an incredible career in the West. He didn't care. He cared about his students" (Boico 
conversation 2013). 
A recurring theme in the conversations and interviews undertaken for this current 
study has been that while Musin' s classroom style and ability to assess and adapt his 
methods to the individual student is important, his method is his lasting legacy and major 
contribution to music education. This method, as discussed previously, was to be the 
focus of his life. A 1999 New York Times article is quoted as saying, "He embarked on a 
painstaking study of the art of gesture and its influence on orchestral sound, a process that 
remained the basis of the Leningrad School of conducting for the next 60 years." Said 
Temirkanov, "Musin created his school for conducting. Like the case of Paganini - many 
played violin before him, but only after him came the real school with rules, etc." 
(Temirkanov interview 2013). Leonid Korchmar, who was a product of Temirkanov's 
generation of conductors, mirrors his colleague' s thoughts: 
He knew his gift, his subset of skills to embark into the profession, and the 
essence of this technique is not the system or set of skills only. It's the 
deeply liberated system of psychological point of view which is connected 
to the emotional content of music ... of really leading music ... His 
contribution is very valuable. It is a big experience to every system of 
music education. I think every system should make an acquaintance with 
Musin' s system. (Korchmar interview 2013) 
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An interesting point to note is that this attachment to Musin' s method did not 
waiver in the generations who studied under him in his finalyears, when he was, 
admittedly, "a few steps slower" (Heine conversation 2013). Boico, who studied with 
Musin from 1990-1993, stated: 
I think that for the art of conducting his contributions are the most 
significant. Sorry to say but, this could put a lot of other teachers against 
me in saying that, all these great teachers. Musin's idea about the art of 
conducting is philosophical and in its philosophical way, it is organic. It 
comes from life. It's not a made up system. It's not a contrived 
philosophy. It doesn't come from somewhere and it's not something that 
he made up and said, "I am going to patent that." He had nothing to patent 
because it all came from everybody' s regular lives. When he said 
something, people said, "I get it. That's what that means." When 
something is that organic then I just can't believe what is not organic. It 
goes against the grain of being. Basically I think that this is why you got 
hooked on it and why everybody clicks with it first and it sinks in, you 
think, "Oh, my God, how did I think of it before? It's so simple, it's so 
normal, it's so matter of fact that you look at anything else and that is a 
made up system or anything that goes against the natural motion and 
directional life to me is wrong. It is completely wrong. It can't exist in 
any other way." So for me the educational contributions he made are it. 
They are the law because it's right. It's normal. It's life. (Boico 
conversation 2013) 
Another factor in equating the importance of llya Musin's contributions to music 
education lies in the number of former students who are currently teaching because of his 
method and their associations with him. Whether in conservatory or university settings, 
or in master classes across the globe, all of the interviewees for this current study have 
embarked upon a career in teaching. It is important to note that all give a degree of credit 
for their having entered the profession to Musin. Korchmar said: 
Yes, to a very considerable degree, not only I became a teacher because of 
his theories, but from my first lessons in the conservatory I became like 
his assistant. So I was in very close connection with him in rehearsal. I 
was sitting close to him. He taught and I was here (gestures to the right). 
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I helped the students and so on and when he was aged and fell ill I led the 
class. He, in his last letter to the conservatory, named me as his successor. 
So I took most of his students after he died. (Korchmar interview 2013) 
Korchmar' s words formed the basis for answers provided by all of the 
interviewees. At the time of this writing, Edwards has accepted an appointment as Head 
of Conducting at the Royal Academy of Music in London (Edwards interview 2013). 
Proskurnya continues to teach in master classes of the International Academy of 
Advanced Conducting, the global conducting workshop which he formed with Musin 
shortly before the latter' s death in 1999 (Proskurnya interview 2013). Alexander 
Polishchuk teaches at the St. Petersburg Conservatory, where he said he was "pushed" by 
Musin, himself. "Once Musin had to leave St. Petersburg to lead a master classes abroad, 
and asked me to substitute for him. So, he called me to his home (twice) and he 
explained to me what [to do] and how to do teach with each of his students. At that time, 
he had 27 or 28 pupils in his class (Polishchuk interview 2013). 
It is perhaps in Boico' s words that the thickest description of Musin' s influence 
on teachers lies. He stated: 
I know that as a result of studying with Musin I love teaching. That I 
know. I am not sure that.. .Well, I haven't been offered such a job. So, 
maybe I just don't know. What I do know is that when I teach a master 
class or I teach privately with my own students I absolutely love it, 
because all I am doing, really, is reminiscing. That's really all I am 
doing. All I am really doing is telling anecdotes about this and about that. 
But everything absolutely relates to conducting, period. It's the same 
thing. Life and conducting are the same things according to Musin. So, 
you can't separate the two, and there is no need to separate the two. So, 
it's always a very easy feeling, a very happy feeling, and there ' s always 
that feeling of nostalgia and reminiscing. I do know that, given that, I 
absolutely love teaching. (Boico interview 2013) 
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Proskurnya suggested that another of Musin's important contributions rests in his 
relentless pursuit of excellence through study and transformation and the current and 
future teachers can learn from his ability to encourage their students that satisfaction with 
ones achievements must be tempered with the desire to strive for more knowledge. His 
parting thoughts on Musin contained the following admonition: 
To crystallize, I think first of all, everyone who seeks a conducting career 
and seeks to comprehend the conducting method thoroughly, should 
understand that this is a complex and uneasy phenomenon. A lot of 
people think that it is simple. That is what Musin was inspiring us to 
understand. There is no way we can do everything. We always have to 
come back and revise the material. He said over and over, "If I look at the 
score tonight of something I have conducted many times, I still will be 
able to find something new. That's the phenomenon that you can never 
tell yourself that you know everything. To always learn something new is 
the goal. It's like playing an instrument where every day you may learn 
something fundamental which you haven't known before. It's the same 
thing here. I know so many conductors who, well I've been watching 
them for a number of years, and they do not progress. They do the same 
thing that they did ten years ago. For me, it means that they are abusing 
the conducting privilege. He said, "You always have to find a way to 
progress in your development". I think that is the main point. 
(Proskurnya interview 20 13) 
Korchmar agreed. However, his entrance into the teaching profession, and his 
success therein, he believes, stem from a very different source, a source for which he 
gives Musin credit for instilling in him: 
I know that musical education is not only the system of giving some skills 
or knowledge of course. First of all, it is personal communication. It is to 
some degree intimate contact, personality. So the educator must have a 
rich personality to try to give your students, to love them, to lead them 
through life. Of course, first of all, [you have]to give them the equipment, 
technical equipment, to help them to embark into the profession ... to give 
them ideas and a kind of responsibility. It's a great responsibility [you 
have] to your students, to God who gave you the talent. You have a 
message in this world, to teach, to be honest to your destiny. (Korchmar 
interview 2013) 
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The contributions of llya Alexandrovich Musin to the realm of music education 
lie in his method, as well as in his classroom pedagogy, his devotion to his students, and 
his ability to assess and adapt his techniques to meet the needs of each individual student 
under his tutelage. While there were those who, at times, disagreed with his delivery of 
the method, as quoted previously in this Chapter, the impact of his dedication to his craft 
was infectious for his students, who have taken his ideas to new heights in their own 
teaching and conducting careers. "I think it really comes down to love and care ... .I think 
that is what it comes down to", said Boico (Boico conversation 2013). Musin pupil and 
Mariinsky Theatre Music Director Valery Gergiev summed up Musin's contributions to 
all facets of music in a quote for Fialkovsky' s 2006 translation of Vade Mecum. He 
wrote: 
Musin has been the only one in our time to have fit a key to a secret door 
that leads into the mysterious land of questions: how should we conduct? 
How to achieve our goals? All this is extremely difficult to teach; 
however, llya Alexandrovich Musin knew how to inspire a young 
conductor and direct him to the right side. All this he could do only 
thanks to his integrity and talent. (Fialkovsky 2006, 3) 
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Chapter VII 
Summary, Conclusions, Recommendations 
This document has explored llya Alexandrovich Musin in a handful of the roles 
which he played in the lives of his students. In actuality, a great number of llya Musin's 
roles existed. As recalled by his student Boico, Musin had the unique ability to assess 
each student, determine his or her needs, and adapt his approach to meet the individual 
needs of the student. In this current research, I have explored Musin in the following 
roles: 
1) llya Alexandrovich Musin- Life Course and Personhood 
2) llya Alexandrovich Musin- Pedagogue 
3) llya Alexandrovich Musin- Conductor 
4) llya Alexandrovich Musin- Author 
5) llya Alexandrovich Musin- Potential Contributor to Music Education 
llya Alexandrovich Musin was a Russian conductor and pedagogue whose sixty-
seven year teaching career at the Leningrad (later St. Petersburg) Conservatory places 
him squarely amongst the twentieth century's major teachers of orchestral conducting. 
Joining Musin on the list of those considered important pedagogical conducting figures of 
the previous century is Hans Swarovsky in Vienna, Swarovsky, himself a pupil of Felix 
Weingartner and Richard Strauss, espoused the techniques learned at their hands. His 
pupils included such conductors as Zubin Mehta and Claudio Abbaddo. 
The method which Musin developed during his years in the Conservatory has 
been called "innovative" (Mermelstein 2007). However, Mermelstein (2007) goes on to 
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state that Musin "considered himself tied to 19th-century Russian musical principles." 
Students of Musin attest to his attraction to 19th-century repertoire for use in his studio. 
Edwards recalled, "He adored Rimsky-Korsakov" (Edwards interview 2013), and 
although he knew the 201h -century literature, he seemed to avoid it. Former Musin 
student Boico reveals the playful side of Musin in discussing the topic of repertoire. He 
stated: "He would say, 'This reminds me, when people ask me about whether I like 
Johann Strauss. I tell them when you say Strauss to me, I think of Richard. When I think 
Richard, I think of Wagner. When I think of Wagner, I think of Adolf."' (Boico 
conversation 2013). 
Musin himself, often marveled at his entry into the world of conducting. In his 
youth, Musin auditioned for and was denied a spot in the conducting studio formed by 
Ukrainian conductor and pedagogue Nikolai Maiko at the Leningrad Conservatory. It 
was only after significant pleading and subsequent auditioning, the Musin was permitted 
to study in Maiko's class (Musin 1995). However, after proving himself in practical 
conducting exercises, Musin assumed the leadership of the class upon Maiko's 
emigration to the West in 1928 (Musin 1995). In regards to his study with Maiko, and 
his subsequent development into a conducting pedagogue of note, Lally (1997) stated, 
"Musin first inherited and then bequeathed a powerful musical tradition." 
Proponents and opponents of Musin alike speak of his technique. For those who 
studied Musin's technique, it is often difficult to find the words with which to describe it. 
At the heart of the Leningrad Technique is Musin's assumption that every gesture 
provided to an ensemble of musicians should derive from some very natural and human 
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point within the conductor who uses it. For this reason, many of the gestures to which 
Musin made references in his books and in his teaching stem from an everyday gesture or 
human experience. Musin said to Edwards, "I take this strawberry" and "just do it as 
though you were moving a salt cellar from one side of the table to the other." She stated: 
His students used to say, "If your heart knows the music, then, your head 
and your hands will know what to do" and I think that this idea that you 
combine the emotional and the intellectual into a physical, visual art is 
absolutely at the core of his teaching and that's what he used to say, 
"conducting is a visual art." (Edwards interview 2013) 
Former students such as Korchmar and Polishchuk attested to the very psychological 
nature ofMusin's teachings (Korchmar and Polishchuk interviews 2013), referring to it 
as "deeply liberating" (Korchmar interview 2013). 
Students of Musin recall his dedication to his students and his love and affection 
for them, as well as an absolute integrity to the spirit of the music he was teaching 
(Edwards interview 2013). However, many also remember the stern disciplinarian who 
often dealt with them harshly. Proskurnya recalls working on a particular passage of 
Tchaikovsky's Romeo and Juliet Overture for many weeks, attempting to get a crescendo 
to please Musin. After three weeks, Musin finally relented, saying "Oh, now you are 
making a crescendo there" (Proskurnya interview 2013). Edwards insists that such 
occurrences stemmed from Mus in's deep and abiding love for what was excellent and his 
intolerance for anything remotely mediocre (Edwards interview 2013). Students who 
studied with Musin late in his life recall his exactitude, tempered with age. Boico stated: 
When I came to him it was 1989 and he was legally blind, he could barely 
see anything. He saw shadows, he saw movements. But he observed 
everything, caught every tiniest gesture that was out of place and would 
then comment on it. It was always in a very calm manner that later, at 
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least for me, I thought was a philosophy. It was a physical way of being, 
but a philosophical way of being for him. (Boico conversation 20 13) 
In addition to Musin's skills as a conductor, his reputation as a pedagogue was 
enhanced by his work in literature. Musin was the author of five works. Three of these 
works, The Technique of Conducting (1967), The Education of a Conductor 1987), and 
Lessons of Life (1995), were published in Musin's lifetime. According to Musin student 
Proskurnya, even in Musin's lifetime, these books were extremely popular and difficult to 
obtain due to the limited number of copies published in each printing (Proskurnya 
conversation 2012). Originally published in Russian by Muzyka Publishing, the Soviet 
state publishing house, the 1967 and 1987 texts have recently been translated in English. 
Together, The Technique of Conducting and The Education of a Conductor provide an 
education in the Musin technique of orchestral conducting. A fourth work, entitled 
Language of Conducting Gesture, was published posthumously in 2006. In it, Musin 
extols the virtue of developing a library of expressive gestures based upon commonplace 
gestures used in everyday life which will enhance the performance and rehearsal 
experience of musicians and performers alike. A fifth and final work, Vado Mecum, was 
also published after Musin's death. In this pamphlet-style, pocket-sized volume, Musin 
crystallizes his techniques developed over the course of his sixty-seven year career, 
providing the basic tools necessary for success within the framework of his methodology. 
So, what then is the potential contribution of llya Alexandrovich Musin to music 
education? Based upon the words of his former students, their careers on podiums and in 
classrooms around the world, and their own students, Musin lives on in the form of his 
method. As Ternirkanov relates, "His school, his method - are his contributions to music 
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education" (Ternirkanov interview 2013). The techniques of the Leningrad School, as it 
has come to be loosely called in newspapers and other publications (e.g. New York Times, 
St. Petersburg Times) stand at the core of musical conducting. Alexander Polishchuk 
stated: 
Musin developed conducting as an entire system of technique and 
expression. We could see either [a conductor] who conducts scheme-
OK- clear, but not so interesting, not musical, boring. Or [we could 
see]one [who] conducts very emotionally, vivid, but so un-rhythmical 
that it is very hard for [the orchestra] to follow such [a]conductor (This is 
why, very often, [the] orchestra players do not look at [the] conductor-
because one would lose his place). Musin found the way to unite [the] 
technical side with [the] emotional, or imaginary side of conducting, that 
do not disturb each other. (Polishchuk interview 2013) 
While it is easy, and perhaps preferable to remember the gentlemanly older man 
whose grandfatherly image can be seen in photographs laughing with his students, one 
must not forget the deep sense of responsibility that Musin felt to his students (Korchmar 
interview 2013). Heine matriculated in the final generation of students with which Musin 
worked. His recalls Musin in this manner: 
He understood that music was alive and it is the musician's obligation to 
make sure that it is presented as alive and there are things a conductor can 
do to help this happen and there are things that a conductor can do 
prevent this from happening. Musin was always teaching us about 
phrasing and how to phrase with our hands and how to show the direction 
of the music so that it breathed and that it flowed. Musin, with us, always 
had the big picture in mind. (Heine conversation 2013) 
It was perhaps the knowledge of this sense of responsibility that allowed Musin's 
students to accept even the occasional harshness and stem demeanor and embrace the 
teachings and the man, which were inseparable. Heine supports this in describing the 
incredible sense of loss that Musin' s last class felt upon his death in 1999. He said: 
135 
We were all shocked. We felt very cared for, that we were on the right 
path. The students were an entire family. All of Musin's students felt 
like something bonded them and they would go out after class for 
discussions on the day's events. Studying with Musin was a life style, so, 
when he passed away and wasn't there anymore, they felt orphaned. 
(Heine conversation 2013) 
What then should those who prepare teacher/conductors take from this current 
study which will enhance the profession? Musin's Leningrad Technique presents itself as 
a little-known pedagogy which, until the fall of the former Soviet Union, seemed to be 
known only to those who studied at the Leningrad Conservatory. Due to the nature of 
Soviet involvement in the arts, many conductors were not permitted to travel outside the 
geographical areas controlled by the party apparatus. Consequently, Musin's method was 
not carried into the world until such time as this was made politically possible. However, 
with the ascension to power of Mikhail Gorbachev and the implementation of his policy 
of glasnost (openness), Musin' s methods began to be noticed, drawing large numbers of 
global students to his studio. Additionally, the recent translation ofMusin ' s texts into 
English has furthered his efforts at teacher/conductor training. Therefore, with a degree 
of the former xenophobia of Soviet policy disappearing, the time is ripe for conducting 
teachers at colleges and universities in the United States and abroad to investigate the 
Musin technique and determine its value in the scheme of undergraduate, as well as 
graduate, teacher/conductor preparation. 
Perhaps it is a broad assumption to state that there is much to be taken from a 
technique which proved effective in a country which was geo-politically charged on 
different principles than our own. Perhaps it is equally assumptive to suggest that a 
technique developed in a by-gone age is still efficient. However, the research contained 
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herein suggests otherwise. While Musin' s classroom demeanor may have been borne in 
the harshness of the Soviet education system, this study highlights that, like any other 
teacher, Musin was kind, gentle, encouraging, and motivating, in addition to being stern. 
This study has shed light upon Musin's innate knowledge of the value of learning 
communities and his development and encouragement of the same. Additionally, while 
Musin's technique was developed, in large part, as an outcropping of his experiences 
with the Leningrad Philharmonic Orchestra (1932-1953), it is also evident that he 
continued to revise and develop his teachings until his death in 1999. This is evidenced 
in the continuous revisions of his texts and his status as a life-long learner. A study of 
Musin and his methods is important for those who train teacher/conductors because it 
represents a constantly-evolving technique of efficient, musical, non-verbal 
communication which musicians inherently understand and to which they respond with 
heightened awareness and sensitivity to the desires of the composer. 
Musin students would agree that their teacher would be surprised that his method 
and his teaching would inspire doctoral research. However, he would not be hesitant to 
acknowledge the value of his pedagogy in training teacher/conductors for careers on 
academic podiums. Using a gesture sweeping his hand in an upward motion from 
below, I believe Musin would say, "Yes. Take, please." However, since he can no 
longer say so himself, perhaps it is left to those who were impacted by him to make the 
admonition: 
I think I would like everyone to know that he was a very humble man 
who adored music and he wanted other people to be able to adore it too, 
and trained conductors so that they could share music with other people 
in an effective and direct way. I think that's a marvelous legacy actually 
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to have left and something that again as music educators we all need to 
remind ourselves of sometimes. (Edwards interview 2013) 
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Appendix A 
Sources and Their Expected Locations 
Archives of the world' s major newspapers (in 
1) Newspaper Articles particular the New York Times, the St. Petersburg 
Times, and the London Globe 
Databases of the Conductor's Guild, JSTOR, 
2) Journal Articles Humanities Index, Project MUSE, Periodicals 
Index Online, Social Sciences Citation Index 
3) Genealogical sources Information from family Bibles; internet; interview 
with Eduard I. Musin (Professor Musin's son) 
4) Dissertations Pro Quest 
5) Writings of Professor Musin Muzyka Publishing - Moscow; the library of Edward Musin (Musin' s son)- Moscow 
6) Personnel and employment Archives of the Rimsky-Korsakov Conservatory of 
records Music - St. Petersburg 
7) Government documents Archives of the former Union and Soviet Socialist Republics and the current Russian Federation 
The New Grove Dictionary of Music and 
8) Cooperative Histories Musicians, Oxford Online, Russian counterparts to 
the aforementioned works 
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Appendix B 
Figure 1: Potential Interview Candidates 
Interviewee Relationship to Musin Manner of Contact 
Oleg Proskurnya Student Personal 
Sian Edwards Student Personal 
Leonid Korchmar Colleague and Colleague Personal 
Piotr Gribanov Colleague Personal 
IMG Artists 
Yuri Temirkanov Student 152 W. Sib Street, 5th Floor 
New York, NY 10019 
Mariinsky Theatre 
Valery Gergiev Student Teatralnaya Square 1 
St. Petersburg, Russia 190000 
IMG Artists 
Semyon Bychkov Student 152 W. Sih Street, 5th Floor 
New York, NY 10019 
The St. Petersburg State 
Alexander Polishchuk Student and Colleague Conservatory Teatralnaya Square 3 
St. Petersburg, Russia 190000 
Daniel Boico Student Personal 
The St. Petersburg State 
Alexander Titov Student and Colleague Conservatory Teatralnaya Square 3 
St. Petersburg, Russia 190000 
The St. Petersburg State 
Vladimir Chernyshenko Student and Colleague Conservatory Teatralnaya Square 3 
St. Petersburg, Russia 190000 
Christopher Knapp Student Personal 
Gabriel Heine Student Personal 
Eduard Musin Son Moscow, Russian Federation 
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Appendix C 
Figure 2: Interview Questions and Framework for Conductor/Pedagogues 
After a brief introduction, a recognition of appreciation for participation, and a number of 
questions designed to help the participant to relax and develop rapport, the interview will 
proceed based upon the following question (bearing in mind that the interview process is 
open-ended and may lead in directions not anticipated by the proposed questions): 
21. Please tell me a bit about your musical upbringing. 
22. How did you conie to study (or work) with llya Alexandrovich Musin? 
23. What in particular attracted you to study with Musin? 
24. In what ways do you believe Musin' s career as a conductor to have been 
significant? 
25. Do you believe that his career as a conductor influenced the art of conducting, and 
if so, how? 
26. Please discuss the techniques of the Leningrad School created by Musin. 
27. What did you find unique about his teaching methods that attracted you to study 
with him? 
28. How has his teaching influenced you over the course of your career? 
29. Have you gone into teaching in any way as a result of your acquaintanceship with 
Musin? 
30. In what other ways have Musin' s techniques and methods impacted you as a 
conductor and teacher? 
31. Are Musin' s educational contributions significant? If so, how? 
32. In what ways can the conducting techniques and methods of Musin be applied by 
music teachers to daily instruction? 
33. What aspects of Musin's conducting techniques and pedagogical style are relevant 
to contemporary school music education? 
34. What, in your opinion, can current and future teachers learn from Musin' s 
pedagogical approach that will enhance the profession, as well as the musical and 
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educational experiences of their students? 
35. Discuss your thoughts of Musin, the conductor. 
36. Discuss your thoughts of Musin, the author. 
37. Discuss your thoughts of Musin, the pedagogue. 
38. Discuss your thoughts of Musin, the contributor to music education. 
39. Please share an amusing or moving anecdote of your studies with Musin, which 
might serve to illuminate for current or future teachers an aspect of his teaching 
that deeply affected you. 
40. What parting thoughts would you like music educators to know about llya 
Alexandrovich Musin and the Leningrad School of orchestral conducting? 
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Appendix D 
Figure 3: Interview Questions and Framework for Eduard I. Musin 
After a brief introduction, a recognition of appreciation for participation, and a number of 
questions designed to help the participant to relax and develop rapport, the interview will 
proceed based upon the following question (bearing in mind that the interview process is 
open-ended and may lead in directions not anticipated by the proposed questions): 
18. Tell me a bit about Musin's upbringing and how you believe it influenced him as 
a conductor and teacher. 
19. Outside of music, what type of husband and father was Musin? 
20. How did his musical career affect his life course in general? 
21. How did his musical and pedagogical career affect his life course in regards to his 
family? 
22. Were his students a type of extended family to him? If so, how did this fact 
manifest itself in daily life in the Musin household? 
23. In what ways was Musin's career affected by the governing ideology of Soviet era 
politics? 
24. In what ways and to what degree do you believe Musin's career to have been 
affected by the anti-Semitism? 
25. In what ways do you believe Musin's career as a conductor to have been 
significant? 
26. Do you believe that his career as a conductor influenced the art of conducting, and 
if so, how? 
27. Are Musin' s educational contributions significant? If so, how? 
28. What, in your opinion, can current and future teachers learn from Musin's 
pedagogical approach which will enhance the profession, as well as the musical 
and educational experiences of their students? 
29. Discuss your thoughts of Musin, the conductor. 
30. Discuss your thoughts of Musin, the author. 
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31. Discuss your thoughts of Musin, the pedagogue. 
32. Discuss your thoughts of Musin, the contributor to music education. 
33. Please share an amusing or moving anecdote of your studies with Musin which 
might serve to illuminate for current or future teachers an aspect of his teaching 
which deeply affected you. 
34. What parting thoughts would you like music educators to know about llya 
Alexandrovich Musin and the Leningrad School of orchestral conducting? 
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Appendix E 
Document of Informed Consent 
Protocol Title : ILYA ALEXANDROVICH MUSIN: PEDAGOGUE, CONDUCTOR, AUTHOR, 
AND CONTRIBUTOR TO MUSIC EDUCATION 
Principal Investigator: Scott E. Woodard 
Description of Subject Population: Former students, colleagues, and family members of 
Professor llya Alexandrovich Musin. 
Version Date: 4/26/13 
Introduction 
Please read this form carefully. The purpose of this form is to provide you with important 
information about taking part in a research study. If any of the statements or words in this form 
are unclear, please let us know. We would be happy to answer any questions. 
If you have any questions about the research or any portion of this form, please ask us. Taking 
part in this research study is up to you. The research conducted in this study will consist of 
interviews which are on the record. As such, your name will be associated with the data 
collected from your interview. If you decide to take part in this research study we will ask you to 
sign this form. We will give you a copy of the signed form. 
The person in charge of this study is Scott E. Woodard. He is a doctoral student at Boston 
University. Information collected in this process of this study will be used to complete his 
dissertation for the degree of Doctor of Musical Arts. His Faculty Advisor is Manny Brand, Ph.D. 
Scott Woodard can be reached at swoodarl@wvstateu.edu. His Faculty Advisor can be reached 
at mannyinbali@gmail.com. We will refer to this person as the "researcher" throughout this 
form. 
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Why is this study being done? 
The purpose of this study is to document the musical and educational beliefs, activities, and 
theories of Russian conducting pedagogue llya Alexandrovich Musin, to examine his roles as 
pedagogue, conductor, and author, and to apply his ideas to school music education. 
We are asking you to take part in this study because you are a former student, colleague, or 
family member of Professor llya Alexandrovich Musin, and as such, have specialized information 
concerning Professor Musin's educational beliefs, activities, and theories. 
About seven subjects will take part in this research study at Boston University. 
This is an unfunded study. 
How long will I take part in this research study? 
We expect that you will be in this research study for approximately 1.5 hours. During this time, 
we will ask you to consent to be interviewed by the Principal Investigator. Furthermore, you will 
be emailed a transcript of your interview (approximately two weeks after the interview) for 
reasons of member-checking. The researcher will contact you by phone or Skype 
(approximately three weeks after your interview) for the purpose of allowing you to make 
corrections or additions to the text of your original interview transcript. This process is expected 
to take approximately 15 minutes. 
What will happen if I take part in this research study? 
Your participation in this study will consist of a key informant interview. Questions on the 
musical and educational beliefs, activities, and theories of Russian conducting pedagogue llya 
Alexandrovich Musin will be asked. 
You have been chosen as a key informant due to your specialized knowledge of the musical and 
educational beliefs, activities and theories of Professor Musin. 
You may withdraw from participation from this study at any time and for any reason without 
penalty. 
If you agree to take part in this study, we will ask you to sign the consent form before we do any 
study procedures. 
Study Visit 1 
Visit 1 will take about 1.5 hours to complete. At this visit, we will ask you to do the following 
procedures: 
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• Read and sign the Informed Consent form. 
Audio/Videotaping 
We would like to audiotape and videotape you during this study. If you are audiotaped and 
videotaped, it will be possible to identify you in the video. We will store these tapes in a locked 
cabinet and only approved study staff will be able to see the tapes. Audio and video tapes will 
be kept for a period of time necessary to complete this study, at which time, they will be 
destroyed. 
Storage of interview recordings will be done by the researcher. Recordings will be stored until 
such time as the study is completed, at which time, they will be destroyed. They will not be 
retained for use in future studies. 
It is a requirement of participation in this study that you agree to being videotaped and 
audiotaped in the interview process 
How Will You Keep My Study Records Confidential? 
As stated above, the information which you will provide by participating in this study will not be 
kept confidential. In addition to the researcher and his advisor, the Institutional Review Board 
(IRB) of Boston University will also have access to the tapes and transcripts of your interview. 
Study Participation and Early Withdrawal 
Taking part in this study is your choice . You are free not to take part or to withdraw at any time 
for any reason. No matter what you decide, there will be no penalty or loss of benefit to which 
you are entitled. If you decide to withdraw from this study, the information that you have 
already provided will be kept confidential. 
Also, the researcher may take you out of this study without your permission. This may happen 
because: 
• The researcher thinks it is in your best interest 
• You can't make the required study visits 
• Other administrative reasons 
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Future Contact 
We may like to contact you in the future either to follow-up to this study or to see if you are 
interested in other studies taking place at Boston University. 
Do you agree to let us contact you in the future? 
___ YES ___ NO 
___ INITIALS 
What are the risks of taking part in this research study? 
Interview Risks 
The risks associated with participation in this study are less than minimal. 
You may feel emotional or upset when answering some of the questions. Tell the interviewer at 
any time if you want to take a break or stop the interview. 
You may be uncomfortable with some of the questions and topics we will ask about. You do not 
have to answer any questions that make you feel uncomfortable. 
Are there any benefits from being in this research study? 
There are no benefits to you from taking part in this research. 
Others may benefit in the future from the information that is learned in this study. 
What alternatives are available? 
You may choose not to take part in this research study. 
Willi get paid for taking part in this research study? 
We will not pay you for taking part in this study. 
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What will it cost me to take part in this research study? 
There are no costs to you for taking part in this research study. 
If I have any questions or concerns about this research study, who can I 
talk to? 
You can call us with any concerns or questions. Our telephone numbers are listed below: 
Scott E. Woodard (PI): 1-304-550-7853 I can be contacted between the hours of BAM and 9PM 
EST. 
Manny Brand, Ph.D. (Advisor)- mannyinbali@gmail.com 
If you have questions about your rights as a research subject or want to speak with someone 
independent of the research team, you may contact the Boston University IRB directly at 617-
358-6115. 
Statement of Consent 
I have read the information in this consent form including risks and possible benefits. I have been 
given the chance to ask questions. My questions have been answered to my satisfaction, and I 
agree to participate in the study. I have been given a copy of this form. 
SIGNATURE 
Name of Subject 
Signature of Subject Date 
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I have explained the research to the subject and answered all his/her questions. I will give a 
copy of the signed consent form to the subject. 
Name of Person Obtaining Consent 
Signature of Person Obtaining Consent Date 
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np1MlO>K8HI!1e F 
,/J,OKYM8HT 060CHOBaHHOrO cornac111~ 
npoTOKOil Ha3BaHII1e: lllnb$=1 AnEKCAH,/J,P081114 Myc111H : nE,JJ,ArOr , A111PII1>Kep , aBTOp , 
111 BKilaA s MY3biKailbHOe o6pa3osaHI!1e 
rnaBHbllil 111CCI18AOBaTeilb : CKOTI 3. Bygapg 
On111caH111e TeMa HaceneHI!1e: obiBWI!1e cTygeHTbl , Konnerll1 111 4Il8Hbl ceMbll1 
npocpeccopa II1Ilb111 AileKcaHgpoBI!14a Myc111Ha . 
Bepc111~ ,/J,aTa : 4/26/13 
ssegeHI!1e 
no>KanyliJcTa, np04TII1T8 3TY cpOpMy T~aT8IlbHO . L\8Ilb :noliJ cpOpMbl , 4T06bl 
npegOCTaBI!1Tb BaM Ba>KHYIO 1!1HcpOpMal...ll!110 0 np1!1HI!1Ma10~1!1X y4aCTI!18 8 1!1CCI18AOBaHI!11!1. 
Ecn111 nto6olil 1113 onepaTOpos 111Ill!1 cnos B 3TOLII cpopMe He ~CHbl , no>KanylilcTa, coo6~111Te 
HaM . Mbl 6b1Illl1 6bl C4aCTI11!1Bbl OTB8TI!1Tb Ha Ill06bl8 BOnpOCbl . 
Ecn111 y sac ecTb KaKI!1e-nl!16o sonpocbl no nosogy 1!1CcnegosaHI!1~ 111Ill!1 n106olil ee 4aCTI!1 
3TOLIJ cpopMbl , no>KanyliJcTa, o6pa[4aliJTeCb . np1!1HII1Ma~ y4aCTI!18 B gaHHOM 
1!1CcnegosaHI!1111 go sac . 111ccnegosaH1!1~ , nposegeHHble B 3TOM 111ccnegosaH111111 6ygeT 
COCTO~Tb 1113 1!1HT8p8bl0, KOTOpb18 HaXOA~TC~ Ha 3ani!1CI!1. TaKI!1M o6pa30M, BaWe 111M~ 
6ygeT aCCOI...l1!1111pOBaTbC~ C gaHHbiMII1, C06paHHbiMI!1 1113 Bawero 111HT8p8bl0. ECI11!1 Bbl 
peWI!1Ill!1 np1!1H~Tb y4aCTI!18 B 3TOM 1!1CCI18AOBaHI!11!1 Mbl nonpOCI!1M BaC nogn111caTb 3TY 
cpopMy. Mbl gagii1M BaM KOnl!110 nognl!1caHHOLil cpopMbl . 
nll11...l0 , OTB8TCTB8HHOe gaHHOro 1!1CCI18AOBaHI!1~ ~Bil~eTC~ CKOTI 3 . Bygapg . OH 
~BI1~8TC~ AOKTopaHTOM B OOCTOHCKOM YHII188pC1!1TeTe . 111HcpOpMal...lll1~, C06paHHa~ B 
3TOM npol...lecce 3Toro 111ccnegosaH111~ 6ygyT 1!1cnonb30BaHbl Ail~ 3asepweHI!1~ 
gl!1ccepTal...ll!110 Ha col!1cKaHI!1e yYeHolil CTeneHI!1 goKTopa MY3biKailbHbiX 1!1CKYCCTB . Ero 
cpaKyilbTeT CoseTH111K M3HHI!1 MapKa , goKTop cp111nococp111111 CKon Bygapg Mo>KeT 6b1Tb 
gocT1!1rHyTo Ha swoodar1 @wvstateu.edu . Ero cpaKyilbTeT coseTH111K MO>KeT 6b1Tb 
AOCTI!1fHYTO Ha mannyinbali@gmail.com . Mbl 6ygeM Ha3biBaTb 3TOro 48IlOBeKa KaK « 
1!1CcnegosaTeilb» Ha npoT~>KeHI!1111 scero 3Toro cpopMe. 
noYeMy 3TO 1!1CCileAOBaHI!18 genaeTC~? 
Wenbto gaHHoro 111ccnegosaH111~ ~Bn~eTc~ goKyMeHT1!1posaHI!1e MY3biKailbHble 111 
o6pa3osaTeilbHble y6e>KAeHII1~ , gelilcTBI!1~ 111 Teop111111 PyccK1!1Lil nposegeHI!1e negarora 
II1Ilbl!1 AileKcaHAPOBII1Ya Myc111Ha , 1113Y4111Tb ero pon111 KaK negaror , A111PI!1>Kep, 111 asTop , 111 
np1!1M8H~Tb CBOI!1 111A8111 B WKOilY MY3biKailbHOrO o6pa30BaHI!1~ . 
Mbl npoc111M Bac np1!1H~Tb yYaCTI!1e B gaHHOM 111ccnegosaH111111 , noToMy 4TO Bbl 6biBWII1Lil 
CTygeHT , KOililera 1!1Ill!1 4Il8H C8Mbl!1 npocpeccopa II1Ilbll1 AileKcaHgpOBI!14a Myc111Ha , 111 KaK 
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T8KOBOill, Cn841118.nlll3111pyeTCs:l IIIHcpOpM8411110 0 o6pa30BaTe.nbHbiX y6e>K,Q8HIIIs:l 
npocpeccopa Myc111Ha , Meponpllls:!TIIIs:l 111 Teop111ill . 
0KO.nO C8MIII cy6b8KTOB npiiiMyT YY8CTIII8 8 A8HHOM IIICC.n8AOB8HIIIIII B oOCTOHCKOM 
YHIIIBepciiiTeTe. 
3TO H8H8KOm1T8.nbHOill IIICC.n8AOB8HIII8 . 
KaK AO.nro s:~ 6YAY np111HIIIM8Tb yYaCTIIIe B 3TOM 111cc.neAOB8HIIIIII ? 
Mbl 0)f(IIIA88M, YTO Bbl 6yA8T8 H8XOAIIITbCs:l 8 3TOM HayYHOM IIICC.n8AOB8HIIIIII 8 T8Y8HIII8 
npiiiMepHo 1 ,5 Yacos. 3a 3TO speMs:~ , Mbl npoc111M Bac A8Tb cor.nac111e A8Tb IIIHTepBbiO 
r.naBHOMY IIICC.n8AOB8Te.nl0 . KpOMe TOro, Bbl 6yAeTe no.nyYaTb no 3.neKTpOHHOill nOYTe 
CT8HOrpaMMY IIIHT8p8bl0 ( np1116.niii3111T8.nbHO AB8 H8A8.nlll noc.ne IIIHTepBbiO ) no 
np111YIIIH8M Y.neHa- nposepKIII . lt1cc.neAOB8T8.nb C8s:!)f(8TCs:! C B8MIII no Te.necpoHy 111.n111 
Skype ( npiiiMepHo TPIII HeAe.nlll noc.ne sawero IIIHTepsbiO ) c 4e.nb10 no3so.ns:~eT CAe.naTb 
IIICnpas.neHIIIs:l 111.n111 AOnO.nH8HIIIs:l K T8KCTy OplllriiiHa.nbHOrO IIIHT8p8bl0 CT8HOrpaMMbl. 3TOT 
np048CC , K8K 0)f(IIIA88TCs:!, 38iiiMeT np1116.niii3111T8.nbHO 15 MIIIHYT . 
4TO npOIII30iiiA8T, ec.n111 s:! npiiiHs:!Tb yYaCTIII8 B 3TOM IIICC.n8AOB8HIIIIII? 
Bawe YY8CTIII8 8 3TOM IIICC.n8AOB8HIIIIII 6yAeT COCTOs:!Tb 1113 K.niOY8BOrO IIIHcpOpMaTopa 
IIIHTepBbiO . 6yAeT npeA.nO)f(eHo Bonpocbl o MY3biKa.nbHbiX 111 o6pa3oBaTe.nbHbiX 
y6e>K,QeHIIIill , A8s:!Te.nbHOCTIII 111 Teoplllill PyccKIIIill npoBeAeHIIIe neAarora V1.nblll 
AneKC8HAPOBIIIYa Myc111Ha . 
Bbl 6bl.nlll Bb16p8Hbl B K8Y8CTB8 K.niOY8BOrO IIIHcpOpMaHTa 1113-38 Baweill Cn841118.nbHbiX 
3H8HIIIill MY3biKa.nbHbiX 111 o6pa3oBaTe.nbHbiX y6e>K,QeHIIIill , Aes:~Te.nbHOCTIII 111 Teop111ill 
npocpeccopa MyciiiHa . 
8bl M0)f(8T8 OTK838TbCs:l OT yYaCTIIIs:l 8 3TOM IIICC.n8AOB8HIIIIII B .n1060e Bp8Ms:! Ill no .n1060ill 
np111YIIIH8 6e3 WTpacpHbiX C8HK4111ill . 
Ec.n111 Bbl cor.nacHbl np111Hs:!Tb yyacTIIIe s 3TOM lllcc.neAOBaHIIIIII , Mbl nonpoc111M sac 
noAniiiC8Tb qJOpMy cor.naCIIIs:! , npe>K,Qe Y8M A8n8Tb K8KIII8-nlll60 np048AYPbl 
IIICC.n8AOB8HIIIR 
03H8KOMIIIT8.nbHblill 81113111T 1 
noceTIIITe 1 3aiiiMeT oKo.no 1 ,5 Yacos. B 3TOM BIII3111Te , Mbl npoc111M Bac CAe.naTb 
c.neAYIO~IIIe np048AYPbl: 
• npOYIIIT8iiiTe Ill nOAn111WIIIT8 cpopMy 111HcpOpMIIIp088HHOfO cor.naCIIIs:l . 
152 
AYAIIIO I BIIIAe03ani!1Cb 
Mbl XOTeJllll 6bl ayAIII03aniiiCb Ill SIIIAe03aniiiCb SO speMf! AaHHOro IIICCfleAOSaHIIIR ECJllll 
Sbl ayAIII03ani!1Cb Ill SIIIAeOCbeMKY , MO>KHO 6yAeT IIIAeHTIIIcpllll..IIIIPOSaTb sac S SIIIAeO. Mbl 
6yAeM xpaHIIITb 3TIII 3ani!1CIII S 3anepTOM Ka61!1HeTe Ill TOJlbKO OA06peHbl nepCOHaJl 
IIICCJleAOSaHIIIe CMO>KeT YSIIIAeTb neHTbl . AyAIII0-111 SIIIAeOKacceTbl 6YAYT xpaHIIITbCfl S 
Te4eHIIIe nepiiiOAa speMeHIII, He06XOAIIIMOrO AJlfl 3asepweHI!1fl 3TOro IIICCJleAOSaHIIIfl , B 
3TO speMH , OHI!1 6YAYT YHII14To>KeHbl . 
XpaHeHIIIe IIIHTepBbiO 3an111cei/1 6yAeT CAeflaHO IIICCJleAOBaTeJleM . 3ani!1CIII 6YAYT 
xpaHIIITbCfl AO TeX nop, KaK IIICCJleAOBaHIIIe 6yAeT 3aeepweHO, Ill S 3TO speMfl , OHIII 
6YAYT YHIII4TO>KeHbl . OHIII He 6YAYT coxpaHeHbl Aflfl 1!1cnonb30SaHI!1fl e 6YAY~IIIX 
IIICCJleAOSaHIIIfiX . 
3TO Tpe6osaHI!1e y4aCTI!1fl S 3TOM IIICCJleAOSaHI!1111, 4TO Bbl COrnaCHbl C KOTOpble 
3ani!1CbiSaiOTCfl Ha BIIIAeO Ill ayAIII03aniiiCb B npOL..IeCCe 1!1HTepSbiO 
KaK Sbl 6yAeTe Aep>KaTb MOe 1!13y4eHIIIe 3an111celi1 KOHcp1!1AeHL..IIIIaJlbHOii1? 
KaK yKa3blsanocb BbiWe, IIIHcpopMal..IIIIH, KOTopytO Bbl npeAOCTasiiiTe , y4aCTSYfl e 3TOM 
IIICCfleAOBaHIIIIII He 6yAeT xpaHIIITbCfl B Tali1He . 8 AOnOJlHeHIIIe K IIICCJleAOSaTeJleM Ill ero 
COSeTHIIIK, 3KcnepTHblli1 COSeT opraHIII3al..I111111(1RB) 1113 50CTOHCKOro YHIIISepCIIITeTa TaK>Ke 
6YAYT IIIMeTb AOCTyn K neHT Ill CTeHorpaMMbl IIIHTepSbiO. 
V1ccneAoeaHI!1e y4aCTIIIH 111 AOCp04Hoe CHHTIIIe 
npiiiHIIIMafl y4aCTIIIe B AaHHOM IIICCfleAOBaHIIIIII, 3TO saw Sbi60p. Bbl MO>KeTe CS060AHO 
He npiiiHIIIMaTb y4aCTIIIe IIIJllll OTKa3aTbCfl S Jli060e speMfl no Jli060ii1 np1!14111He . 
He3aSIIICIIIMO OT TOrO, 4TO Bbl peWIIITe, 4TO He 6yAeT HIIIKaKoro WTpacpa 111!1111 yny~eHHYIO 
SblrOAY , K KOTopoi/1 Bbl IIIMeeTe npaeo . ECJllll Sbl peWIIIJllll Sblli1TIII 1113 3TOrO IIICCfleAOSaHIIIfl 
, IIIHcpOpMal..llllfl, KOTOpytO Sbl y>Ke o6ecne4111Jllll 6yAeT xpaHIIITbCfl B Tali1He . 
KpoMe TOrO, IIICCfleAOSaTeflb MO>KeT npiiiHflTb sac 1113 3TOrO IIICCfleAOBaHIIIfl 6e3 eawero 
pa3peweHIIIR 3TO MO>KeT np01!130ii1TIII , nOTOMY 4TO: 
• V1CCJleAOBaTeJlb C41!1TaeT, 4TO 3TO B saWIIIX IIIHTepecax, 
• Bbl He Mo>KeTe CAenaTb Heo6XOA111Mble y4e6Hble noe3AKIII 
• ,lJ,pyr111e aAMIIIHIIICTpaTIIIBHble np1!141!1Hbl 
5yAy~ee KoHTaKTbl 
Mbl MO>KeM C BaMIII CBf!3aTbCfl B 6yAy~eM !111160 nOCfleAytO~ei/1 Aef!TeJlbHOCTIII no 
IIIToraM 3Toro IIICcneAOBaHIIIH 111n111 4T06bl YBIIIAeTb, ecn111 Bbl 3aiiiHTepecosaHbl s APYrlllx 
IIICCJleAOSaHIIIfiX , npOIIICXOAfi~IIIX B 50CTOHCKOM YHIIIBepCIIITeTe . 
CornaCHbl Jllll Bbl , 4T06bl C006~111Tb HaM CBf!3aTbCfl C BaMIII B 6yAy~eM? 
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__ YES __ HET ___ lt1HV1Wlt1Anbl 
KaKOSbl p111cK111 np111HII1MaTb yl.laCTII1e s aTOM 111CcneAosaHII1111 ? 
lt1HTepsbtO P111cK111 
P111CKII1, cs~3aHHble c yl.laCTII1eM s AaHHOM 111ccneAosaHII1111, MeHbwe MII1HII1ManbHoill. 
Bbl MO>KeTe l.IYSCTSOSaTb 3M01...11110HanbHOe 111n111 paCCTpOeH , OTSel.la~ Ha HeKOTOpble 
sonpocbl . PaccKa>KII1 111HTepsbteepa s nte6oe speM~ , ecn111 Sbl xoTII1Te CAenaTb nepepbls 
111n111 npeKpaTII1Tb 111HTepSbiO. 
Bbl MO>KeT 6b1Tb HeyA06HO C HeKOTOpbiMII1 1113 sonpOCOS 111 TeM , Mbl nonpOCII1M 0 . Bbl He 
AOn>KHbl OTSel.laTb Ha nte6ble sonpOCbl , KOTOpble 3aCTasn~IOT sac l.IYSCTSOSaTb ce6~ 
HeKOMcpOpTHO. 
ECTb n111 SblrOAbl OT TOrO, S AaHHOM 111CCneAOSaHII1111 ? 
TaM HeT SblrOAbl An~ sac , OT yl.laCTII1~ s 3TOM 111CCneAOSaHII1111. 
,D,pyr111e MOryT 1113Snel.lb SblrOAY S 6yAyll.\eM OT 111HcpopMal...lll1111, KOTOpa~ Y3Hana S 3TOM 
111CCneAOSaHII1111. 
KaKII1e anbTepHaTII1Sbl 111MetOTc~ s Hanll1l.lll1111? 
Bbl MO>KeTe He np111HII1MaTb yl.laCTII1e s AaHHOM 111ccneAosaHII1111 . 
5YAY n111 ~ nonyl.laTb AeHbrll1 3a yl.laCTII1e s AaHHOM 111ccneAosaHII1111 ? 
Mbl He 6yAeM nnaTII1Tb saM 3a yl.laCTII1e s AaHHOM 111ccneAOSaHII1111. 
CKOnbKO 3TO 6yAeT CTOII1Tb MHe npii1H~Tb yl.laCTII1e S AaHHOM 111CCneAOSaHII1111 ? 
TaM HII1KaKII1X 3aTpaT BaM 3a yl.laCTII1e s AaHHOM 111CcneAosaHII1111 . 
Ecn111 y MeH~ eCTb KaK111e-n11160 sonpOCbl 111n111 COMHeHII1~ no noSOAY HaCTO~Ll.\ero 
111CCneAOSaHII1~ , KOTOpble ~ MOry norosop111Tb? 
Bbl MO>KeTe no3SOHII1Tb HaM c nte6biMII1 npo6neMaMII1 111n111 sonpocaMII1 . Haw111 TenecpoHbl 
nepel.lii1CneHbl HII1>Ke: 
CKoTT 3 . ByAaPA (PI): 1-304-550-7853 begin_of_the_skype_highlighting 1-304-
550-7853 FREE end_of_the_skype_highlighting Co MHoill MO>KHO cs~3aTbC~ Me>K,D.y 
l.lacaMII1 8 yTpa 111 9 se4epa EST. 
M3HH111 MapKa , KaHA111AaT TeXHII14eCKII1X HayK ( COSeTHII1K ) - mannyinbali@ gmail.com 
Ecn111 y sac ecTb sonpocbl o saw111x npasax KaK cy6beKTa 111ccneAosaH111~ 111n111 xoTII1Te 
rosop111Tb C KeM-TO He3aSII1CII1MOill 111CCneAOSaTenbCKOill rpynnbl , Sbl MO>KeTe CS~3aTbC~ C 
5ocToHcKoro yHII1sepcii1TeTa I RB HenocpeACTseHHO Ha 617-358-6115. 
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3a~sneHII1e o cornac111111 
rJ npOYII1T8Il 111HcpOpM8L\11110 8 :noll! cpopMe COri18CII1~ 8 TOM YII1Cile p111CKOB 111 803MO>KHbiX 
npeii1MYLl.leCTB . rl 6b1Ila npeAOCTasneHa B03MO>KHOCTb 38A8Tb sonpocbl . Mo111 sonpocbl 
6b1Illl1 A8Hbl OTBeTbl K MoeMy YAOBneTsopeHII110 , 111 ~ cornaceH np111H~Tb yYaCTII1e s 
111CCileAOBaHII1111 . MHe A8Illl1 Kon11110 :noll! cpopMbl . 
no,o,n111cb 
Ha3saHII1e TeMa 
noAn111Cb TeMa ,D,aTa 
rJ 06b~CHII1Il 111CCileAOB8HII1~ K TeMe 111 OTBeTII1Il Ha BCe era / ee BOnpOCbl. rl A8M KOnll110 
noAn111caHHoill cpopMbl cornac111~ K TeMe . 
155 
Appendix G 
TABLE 4: Interview and Transcription Timetable 
TIME SCHEDULE TASK 
Month 1 Interview 
Month 2 Interview 
Month 3 Transcription 
Month 4 Transcription and Compilation 
Month 5 Transcription and Compilation 
Month 6 Transcription and Compilation 
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Appendix H 
Interview Transcriptions 
Daniel Boico 
S.W.: This particular research that I am doing for my doctorate is historical research 
more than anything else. It does get into the technique and all those types of things, but, 
it's more tuned to how Musin and his technique and his history can be applied to 
classrooms in music education around the world. 
In order to place you within the scope of the research, could you tell me a little about 
your own musical upbringing before you came to Prof. Musin? 
D.B.: As far as I can remember I had a little bit of violin lessons. Both my parents were 
musicians, my father is a violinist and my mother is a pianist. I started on the violin 
when I was something like five years old. That lasted maybe a year or so and then I 
switched to piano and it's been piano ever since in a way. I took a break from doing 
classical music when I was a teenager but then got back into it of course because the pull 
was too great. Once I got interested in singing, as a senior in high school actually. I 
never sang before in an organized manner.. I got hooked and that was going to be my 
career tract and getting into the university I went in as a performance major in voice and 
actually finished my Bachelors as a singer, opera. But, at the same time I was also 
interested in conducting so I started taking lessons from Victor Yampolsky, who teaches 
at Northwestern those were private lessons and well the story goes that he goes told me 
that I don't have enough experience to try to get into his Master's program which is when 
I started looking elsewhere. Then I had the chance, it was just a chance. I didn't even 
know who Musin was or anything like that. But my father was in the fine arts quartet and 
was in tour in Russia at the time. He was asking around on my behalf and cam e back 
home and said, "I went to St. Petersburg and I sat in this professor's class for four hours 
and my jaw was on the floor the whole time. You need to finish your degree, whenever 
that is, pack your bags and go. I couldn't believe my ears. This was from a person who 
immigrated from the Soviet Union in the 60's and never looked back. But he was 
absolutely convinced that this was the way to go, and this is exactly what I did. I 
graduated and that summer I was in St. Petersburg. This was in June, so class was 
actually ending. At the time the school year was ending, so I attended a few classes just 
to take a look and I started taking private lessons with Musin in his home the first 
summer, like once or twice a week. When classes started, I joined the class on a 
permanent basis and did that for three years. 
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S.W.: What in particular about Musin attracted you to study with him? Once you got 
there and established yourself, you could have moved about I assume? What about 
Musin drew you to his studio? 
D.B.: There was a certain magic about the classroom situation. I have to say that after 
studying for a whole year, I went back to the States and I was actually looking around 
thinking, in the regular American education way, since I only have a Bachelor's I should 
be probably thinking about getting a Masters in conducting. That would probably further 
me along, not really knowing how the world is, you know, the conducting business. I 
thought that's the track I should be focusing on. I looked at Rice University, which has a 
very good conducting program and Larry Ratcliff was the teacher there at that time. Also 
I was very impressed with the orchestra. I knew Larry from before that because he was 
friends with Victor Yampolsky, etc., etc. I thought, "Well, this is very impressive, but, 
this is missing something." What it was missing was Musin. It was exactly that. There 
was this calmness about him in the way that he observed anything. When I came to him 
it was 1989 and he was legally blind, he could barely see anything. He saw shadows, he 
saw movements. But he observed everything, caught every tiniest gesture that was out of 
place and would then comment on it. It was always in a very calm manner that later, at 
least for me, I thought was a philosophy. It was a physical way of being, but a 
philosophical was of being for him. With each particular student for their own sake and 
that was attracted me to him. It always seemed as if I was getting individual attention, 
everything was tailored to me. Every comment that came from him was tailored to a 
particular student and their level of progress in the field of conducting. That was what 
was astonishing. There was never a class situation or a certain amount of material that 
you had to go buy. It was tailored, but in a very simple and calm manner. You can't see 
it. You can't hear it. It isn't written down anywhere. It's not spoken about, it just 
happened. It was also a master class situation with two pianists who played gorgeously 
everything. The whole repertoire. And, since we were only ten students in the class at 
the time, five foreigners and five Russians, there were thirty to forty people in the 
classroom at any one time. All of those people were students of conducting from other 
teachers, students of choral conducting or folk music conducting from other departments, 
as well as other instrumentalists, other professors and guests. It was always packed 
because this was an event, this was something to see. When he would say something or 
get up to conduct, that's when all the smiles on everybody's faces came. The attraction 
was there from the get go. There was no question about it, even when it was very cold, 
gray and dark outside it was always bright and sunny inside. 
S.W.: Over the course of these questions I am going to look at Professor Musin in 
various roles that he filled over the course of his career, obviously that of teacher, but 
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also in his role of conductor. In what ways do you think Prof. Musin's career as a 
conductor was significant? 
D.B.: For him? 
S.W.: For the world. 
D.B.: I don't think that his career as a conductor was that significant to tell you the truth, 
because his career as a conductor was really stunted by- we can argue about many 
things, but many of us agree that -because of his non-membership in the Communist 
Party and his ethnic background (because he was Jewish) and that because in the 30's he 
and Mravinsky were the assistants at the Philharmonic. He, according to many stories 
and accounts, and witnesses, was the clear choice to be the next music director of the 
Philharmonic, just because of his technique, his knowledge, his musicianship, his 
phenomenal memory. When they would go on tour in the summer and play thirty 
concerts in thirty days with thirty different programs, they would pick him and not 
Mravinsky as the assistant, because they could count on him to step in for anything. So, 
all of that attests only to the fact that he was probably the clear choice. But, given that 
the Soviet Union was as it was, they sent him away to Minsk in something like 1936 or 
1937 to prepare the Minsk Philharmonic for a certain big celebration of communist 
calendar. While that was happening Mravinsky was appointed in Leningrad as the next 
music director of the Philharmonic. So, his growth as a conductor was stunted by that 
whole thing. And of course once that position was taken, the position in the city were 
taken and he had the choice of either going away to conduct somewhere else with another 
orchestra, which he probably could, or become a teacher. And I think that he just 
decided, I don't know. Maybe it was for family reasons, because he was already married, 
with a son at the time. Then the war broke out as well and I am sure there were all kinds 
of reasons why he didn't go and look, for his own position as conductor. So, basically 
what ensued was that he became a guest conductor here and there in different orchestras 
in the Soviet Union because he never left the Soviet Union until he was, I think, in his 
eighties. So, in that way, I just don't think that his career as a conductor was that 
significant. I think that the significance of his life is in his pedagogy and the way that he 
developed a whole system of technique and conducting education, the education of the art 
of conducting to students. 
S.W.: Let's talk a little about his role as teacher or pedagogue. Can you discuss a little 
bit about the techniques that people loosely call the Leningrad school, or those techniques 
with which he came up over the year? Why are they so valuable? 
159 
D.B.: I think they are valuable because he didn't really have a teacher. I think that is the 
key. The key is that he didn't regurgitate what somebody else taught him. It was not a 
replication of another school, of another idea or another philosophy. His only teacher 
was Nikolai Maiko and because Maiko started the conducting department at the 
conservatory, and then left after two years when he immigrated to Denmark, left Musin 
who was the most advanced of five students as the head of the class. So, just by default, 
Musin becomes the teacher of his colleagues, of his own classmates, and my Musin' s 
own account, he says, "I knew nothing about conducting, I knew absolutely zero." When 
he tried to get into Nikolai Maiko's class, he didn't make it, I think, twice or maybe three 
times. He wouldn't take him because conducting was a new thing and Musin had no clue 
about it. He had come into the conservatory as a pianist and because his hands went bad 
because of the cold, that's why he decided to go into conducting. So, he knew nothing 
about conducting and, so what he did was, after that class was finished and people had 
graduated or that department fell apart, he got himself a job at a technical school where 
they had a music department. He started teaching conducting there. Not knowing 
anything about conducting, he had to devise his own plan and his own ideas and his own 
feelings about what it is. How am I going to teach it? What does it all mean? Is it really 
important? What are we doing here? etc., etc. I think he, from the get go, started 
thinking about it in a very philosophical way. And, I think that was what brought him to 
a very natural conclusion that conducting has to be organic, that we use our bodies to 
communicate signals. Once you take a step back, we use our bodies to communicate 
signals every day in many situations when we are not conducting music, when we are 
doing daily life. He decided that those daily life gestures are the ones that are going to be 
transferred to the art of conducting. Given that by then there was already universal 
system of beating, everyone knew how to do three and four and five and six, those were 
sort of universal understandings to communicate to musicians that they would 
understand. What he added to that was the organic elements of how to do it in a way that 
reaches the musicians very naturally and organically so that they would never have to ask 
what he meant. For me, that's what it means. 
S.W.: Can you talk about his idea of expressiveness and precision being incompatible, 
and the conductor's job is to bring them together, and how he dealt with that in the 
studio? 
D.B.: I had several teachers along the way, namely Daniel Barenboim for instance, who 
would always look at me and say, "Why are you using your left hand? Drop your left 
hand. Stop using your left hand." These kind of comments to me were absolutely 
foreign, because I came from a place called the Musin School of Conducting where he 
would say, "if you don't use your left hand, that means you have nothing to say." That's 
what he would say about not using the left hand, except he would always tell us not to 
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conduct parallel. The point is not to beat twice in the parallel image, but to use the right 
hand as your beating machine, as your precision and calculated tempos. Then use your 
left hand to do the expressive gestures. Then when you do both, independently, that's 
how you solve the problem, because then you don't have to use one limb to do both and 
you don't have to use one of them to do one thing. You can use both to do it 
independently. He said, "we do it as pianists, why cant's you do it as a conductor?" 
S.W.: Have you, as a result of your studies from Musin decided to go into teaching in 
any way in your career? 
D.B.: I know that as a result of studying with Musin I love teaching. That I know. I am 
not sure that. .. Well, I haven't been offered such a job. So, maybe I just don't know. 
What I do know is that when I teach a master class or I teach privately with my own 
students I absolutely love it, because all I am doing, really, is reminiscing. That's really 
all I am doing. All I am really doing is telling anecdotes about this and about that. But 
everything absolutely relates to conducting, period. It's the same thing. Life and 
conducting are the same things according to Musin. So, you can't separate the two, and 
there is no need to separate the two. So, it's always a very easy feeling, a very happy 
feeling, and there's always that feeling of nostalgia and reminiscing. I do know that, 
given that, I absolutely love teaching. I also was very fortunate in that I was the only 
student at the time who spoke both English and Russian fluently. So, once Musin figured 
that out, he sat me right next to him and said, "You will translate everything I say." 
Even though he had already memorized, because of his recent trip (this was in 93 and I 
think in 92 he went to Helsinki to do a master class) he had already memorized a bunch 
of musical and conducting terminology in English so that he could throw out words 
whenever needed and then he wouldn't have to say full sentences. But, because I was 
there, I would use the full sentences. But if I got one word wrong in what he was trying 
to say, he would shoot me down and say, "No, no, that's not what I meant. I meant this." 
He was very specific about the terminology that needed to be used. So, along the way, 
you know in three years you start anticipating the questions, You start anticipating the 
answer and already translate them in your head. That was amazing. I learned a lot about 
teaching and what he was going to say, what he was looking for, what he was reacting to, 
and what he was going to say next. As a teacher, I think that is fantastic. You take a look 
and already start formulating ideas and phrases and things go along very quickly. So, 
absolutely I think his ideas and philosophies are amazing to teachers. 
S.W.: In what ways do you believe Prof. Musin's educational contributions were 
significant? 
161 
D.B.: I think that for art of conducting his contributions are the most significant. Sorry 
to say but, this could put a lot of other teachers against me in saying that, all these great 
teachers. Musin' s idea about the art of conducting is philosophical and in its 
philosophical way, it is organic. It comes from life. It's not a made up system. It' s not a 
contrived philosophy. It doesn' t come from somewhere and it's not something that he 
made up and said, "I am going patent that." He had nothing to patent because it all came 
from everybody' s regular lives. When he said something, people said, "I get it. That's 
what that means." When something is that organic then I just can't believe what is not 
organic. It goes against the grain of being. Basically I think that this is why you got 
hooked on it and why everybody clicks with it first and it sinks in, you think, "Oh, my 
God, how did I think of it before? It's so simple, it's so normal, it's so matter of fact that 
you look at anything else and that is a made up system or anything that goes against the 
natural motion and directional life to me is wrong. It is completely wrong. It can't exist 
in any other way." So for me the educational contributions he made are it. They are the 
law because it's right. It's normal. It's life. 
S.W.: In what ways do you believe that the conducting techniques and methods of Prof. 
Musin can be applied by music teachers in even public school settings on an everyday 
basis? 
D.B: It' s very simple. The Musin technique, when you say words like technique, and 
conducting and orchestra, it all sounds very complicated. And way beyond one' s 
cognitive abilities. But, when you really look at it, when you look at the simple gestures, 
they are gestures that any child can do, at any age. Don' t call it conducting or technique 
it. Just call it a game to play or anything you want. You can use all those gestures I think 
with any age .. Call them anything you want and get exactly the same results because 
they are easy and they are matter of fact and they are understood by people from the 
youngest age. 
S.W.: What can current and future teachers, even teachers of young children on any 
level, learn from Prof. Musin pedagogical approach, the way he handled students that will 
enhance the profession? 
D.B.: I think that what was amazing with him, and he probably transferred that to 
professional setting when he was working with professional orchestras, is that he could 
very quickly assess the individual level of the expertise in that field, in the field of 
conducting, and the person's ability to comprehend. That's very difficult. When you 
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deal with groups it's not always the same lever. It' s never the same level. People, across 
the board, understanding at the same speed and at the same level of comprehension, 
knowing how to play their instruments or speak right or anything, it's always different 
levels. He was amazing at right away noticing and understanding the person from the 
inside. That's what he would do. He would tailor, even though everyone was studying 
conducting and everyone had to go through several years of conducting to graduate, to 
achieve a certain level and a certain way of handling an orchestra, even when everyone 
graduates they are still at different level of understanding of doing, etc. etc. And he was 
very good at trying to figure that out very quickly. He would never talk about it, he 
would never explain it, he never spoke about it. Maybe he did, but, not to me. And he 
would always find a sort of breaking point with every person. You know, this was I 
guess, the cap of understanding with this particular period of life, beyond which that 
person is not going to progress. Beyond that he would think into the future and decide 
for himself whether that person would be able to progress or this is it. But, even if he 
decided that was it, he would be relentless in trying to further the person beyond that cap. 
To further the person, because he every time changed his approach a little bit. It's like 
these latest fads on working out. Muscle confusion. The work out is never the same. 
You always confuse the muscles into thinking that they are going to do the same thing the 
next time. Then you don't. Because the muscles are confused, they don't get used to 
anything and all they do is keep on building. He would do this confusion kind of thing 
where he would go in one direction with one person and give them compliments and all 
of a sudden rip them apart. He did it to me. That was my breaking point and I just 
happened to want to realize it, because I was in a certain state of mind where I said to 
myself, "There is no going back, this is it, this is what I like , this is what I believe in, I 
see the results around me, I can see the excitement around me. I know this is something 
good. I might not understand it fully yet, but I know there is something here and I need to 
figure out what it is." 
After studying with him for three months in the summer and a whole month in class 
which is four months, I was looking myself in a full length mirror thinking, this is really 
great, wonderful. I am making such great progress. 
He is giving me all these great compliments. All of a sudden, one day, it was on my 
birthday too and he didn't know, he stood up and just yells out like a madman, "When are 
you finally going to show me something?" 
So, I guess he knew that my level of mental stability or physical stability, for call it what 
you want, psychological stability would permit him to do something like this to me 
without completely destroying me. I was of course taken aback. I was very surprised. I 
was ashamed, I was red-faced, I was everything else. He put me in my place, but I went 
home that night and for the next two or three days all I did was to think about how do I 
go on from here. I had two choices. I can decide that he is a mean teacher, could not say 
anything worse and quit and leave. Or, I can take him for his word and decide that I am 
not actually doing what I need to be doing. What is it that can make me do it and for him 
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to finally say I think it is finally coming through. And you know what, I use that to this 
day with my students, with professional players, without them understanding. I don't 
have to talk about it. I don 't have to say anything about it. I guess I don' t know much 
about psychology, but it's for sure I know to conduct an orchestra is a psychological play. 
There is a lot of psychological play that goes on because of us transmitting signals and 
not talking about it. How do we play with that? How do we make things happen our way 
or not our way or agree or not agree? All this stuff that we communicate to them that I 
sort of started understanding then or got on the path to understanding then when he broke 
me down. Anyway, to go back to that idea of him knowing how to gauge every student 
and work with that to their benefit even though there is a program that keeps going. Time 
doesn't stop. You have to finish the program when the year ends. Still he was able 
somehow to maneuver it for each student and give him the kind of encouragement he 
needed or the kind of beating down to get them to progress in the right direction. It's 
very valuable. 
S.W.: Musin the conductor. 
D.B.: Patient, demanding, completely different than in the classroom. 
S.W.: In what way? 
D.B.: I never saw him conduct in his youth. I only saw him conduct in a few videos 
from when he was in his sixties or seventies. I don't know. Maybe it was because he 
thought that these were professionals and there were some things you don't say to 
professionals that you can say to students, or that you shouldn' t. You know, we all have 
that baggage. What you can and cannot say to professionals because you feel a bit 
inadequate for being too young or too inexperienced or overwhelmed by the presence of 
so many great musicians that know more about the repertoire than you that you clamp up 
and are less illustrated that how he was in the classroom. In the classroom you look at 
videos of when he was ninety-five years old. He was all over the place. He is totally 
animated and really painting the picture of the music. I saw him be animated in a 
concert, but never to that degree. I don't know if it was his Soviet upbringing of the way 
you are supposed to act in front of professional orchestras or whether it is because of his 
conducting engagements were far apart and he wasn't very much used to being in front of 
an orchestra. I don't know, but, to me that's what it felt like. I expected the classroom 
stuff to come out on stage. Maybe it was old age. Maybe it was his psyche about the 
situation. I don't know. 
S.W.: Musin, the author. 
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D.B.: Extremely articulate, imaginative, simple. 
S.W.: Musin, the pedagogue, Musin, the teacher. 
D.B.: You want that in a few words really? The greatest, humanist, that who gave me 
life. I would say that. He gave me life. He absolutely gave me life. 
S.W.: Is there some type of amusing anecdote or something from your memory of Musin 
that makes you smile when you think of it? 
D.B.: He had a great sense of humor. Sometimes it was very dry but he really enjoyed 
the whole psychological aspect of his teaching. I'll tell you two. FIRST is that he would 
always dress in an undershirt, shirt, vest, jacket and tie. A suit was his attire for class. It 
was never less than that. I don't remember it ever being less than that. He would get up 
on the podium and all of us in or 20's and 30's he would start to conduct and conduct a 
whole movement of a Tchaikovsky Symphony from beginning to end. He was super 
animated, going crazy on the podium. Then when he was done he would give us a 
chuckle and look at us after he was done conducting and say, "Look at you. You are all 
wet and you are wearing at-shirt. Look at you. Your hair is all over the place. Look at 
me, dressed in a three piece suit. Not one hair has been moved, and I stood a lot longer 
that you did." He would always give it to us, you know. He said, "It's not about the 
physical aspect of it. It's about what you say with the physical aspect of it. First decide 
what you are going to say and then go about it." SECOND: Someone came to Musin 
and brought all kinds of weird things to class, especially the foreigners. The foreigners 
thought they could come in and go through all the Shostakovich Symphonies, like Musin 
was going to give them the key to the meaning of all these symphonies. Musin didn't 
actually care about them going through anything. He wanted them to learn how to 
conduct. So, to him the introduction to Beethoven's Second Symphony was enough. If 
you could master that you can do Shostakovich. It's not that you are going to bring all of 
it to him and he is going to teach it you. So, people would bring all these crazy things, 
and he would just sit back in his chair and giggle to himself and tell them to go ahead. 
He would say, "Please, please". People would go through a whole Shostakovich 
Symphony and he wouldn't say a word. It just made him laugh. People would come to 
him and say, "What do you think I should take next? What would you like me to conduct 
for you?" And he would give us good ideas. He would say," this reminds me, when 
people ask me about whether I like Johann Strauss. I tell them when you say Strauss to 
me, I think of Richard. When I think Richard, I think of Wagner. When I think of 
Wagner, I think of Adolf." 
S.W.: Regardless of topic, whether it be Musin as teacher, conductor or human being 
what parting thoughts do you want music educators to have from you regarding Prof. 
Musin? 
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D.B.: I think it really comes down to love and care. When I met Musin, and he was 
already eighty-nine, his wife of many years had just passed away, perhaps two or three 
years prior. It was a huge tragedy for the musical community in Leningrad because 
everybody knew her. I think she was a pianist as well. She was an inseparable part of his 
life. Also because she was the one who kept him on track as far as his physical condition 
was concerned. Why do I bring that up? Because Musin spent all the holidays, all the 
birthdays, any major event in his life only with his students. That was his life, and even 
though he was a super famous teacher, he could have done anything. He could have left 
the Soviet Union, he could have had an incredible career in the West. He didn' t care. He 
cared about his students. That's what he cared about. He cared about his students 
whether they were Russians or foreigners or from any of the Soviet Republics, male or 
female, which was unheard of in the West. He cared about the person. "Oh, you are here 
to study conducting? I can do that too, but, first I am going to care about you as a 
human." That was incredible about him. It just came out of him, this love and care for 
the students. I never got to feel that in his house because once the life was gone all these 
get togethers with the students were also gone. That was the big tragedy, but, the care for 
the students and the love he had for the students and for wanting to teach them is what 
counted the most. Otherwise he wouldn't be going to the conservatory for three- four 
hour classes three times a week plus two more times a week for orchestra lasting three 
hours each until his last days. I think that is what it comes down that. 
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Sian Edwards 
S.W.: In order to place you in the context of the research can you tell me a little about 
your own musical upbringing and studies and such before you got to Professor Mus in? 
S.E.; Okay, I am from the U.K. and I learned piano as a small kid and then when I sent 
to secondary school I took piano and French horn. I benefited enormously during my 
teen age years from o being inn Oxford and there was a very big county music service 
going on for young people and also, of course, university activities going on the whole 
time. So, I did loads and loads of all kinds of orchestral playing at Montclair. I studied 
with Ivor James and I went to music college in Manchester to continue my studies with 
him specifically. While I was at Manchester I continued doing the little bits of 
conducting I had started as a school kid. I then won a scholarship after the four year 
undergrad horn course and did a two year post grad as a conductor at the Royal Music 
College. My principal tutors there were Sir Charles Babbitt and Timothy Reinisch. If 
you are involved with bands at all you might know Tim as a great wind orchestra and 
wind band conductor. I think he set up the British Association of wind orchestras and 
wind bands in Scotland. So he was one of the first people who really encouraged me. 
Then I also studied with Norman Delmar in London during this period; however, I had a 
very fortunate experience just before I started my post grad course. I was accepted on a 
summer course in Holland which should have been taught by Neeme Jarvi but sadly he 
died in Feb. This was in 1981 and they appointed Martyn Brabbins who just exited the 
Soviet Union for good. I was free, I guess, to come and sit for one month with eight 
conductors. One of the others being Andy Litton actually. So, Andrew and I were the 
kind of babies of the course. I had no idea really and I found it very difficult to 
understand what he was trying to teach us, but, when he stood up and conducted I knew 
this was the kind of conducting I would like to be able to do. It was very flowing, a very 
magnanimous kind of conducting, very musical, always very musical kind of conducting, 
this wonderful sort of legato. I remember asking him, through his son Pavel, "how can I 
conduct like you?" and he said, "well of course you have to study at the Leningrad 
Conservatoire" and although his own teacher Rabinovich had already been dead several 
years I think it was the understanding that the Leningrad School, as it were, still 
continued. Anyway I happily went off and did my two year post grad in Manchester but 
at the end of that, you know in Britain our conducting courses tend to be very much do it 
yourself. I was good at fixing orchestras, hiring the music, booking the halls and doing 
the whole thing you need to have to do to get concerts on. But, at this time, when I stood 
at the podium I just didn' t understand the connection between my movements and the 
sound. So I applied at the British counsel to study at the Soviet Union thinking well let 
me see if I can follow up this amazing lead. But, at the time, this was now 1983 , Britain 
was at one of the really low points in the Cold War with the Soviets and I, first of all, 
could only be sent through the British counsel on an exchange agreement they had with 
the Soviets. There was absolutely no information at all about who the teachers were or 
where one could study, so anyway I didn't have any prospects at that time in the U.K. so 
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I just battled ahead with it. Eventually the Brits and the Soviets did negotiate. The 
British was to send a certain number of history students to look at the archives and one 
musician a year and they agreed to send me. In Sept. of 1983 we were called to the 
foreign office for a meeting and they wrote out a list of people they said would leave the 
following morning to fly to the Soviet Union for ten months and I was on the list. So I 
fly with some other British guys, we land in Moscow and of course at that time I did not 
speak Russian as I did not think I would be going and I then discovered that I would be 
sent to Leningrad which was fine but I didn't know anything about who was teaching 
there. I arrived in Leningrad and was put in the class of Jarvid Jansenns. He spoke very 
good English and at the time was conducting in the U.K. He came over maybe twice a 
year and worked with the Halle Orchestra particularly. So I started out with him but I 
was encouraged to go to all the other classes, but of course it very quickly became clear 
that it was Musin that I should study and so I asked Musin after about three weeks, this 
was through a friend interpreting for me, "You know I really absolutely must come and 
study with you, otherwise, I will have to go home." I can't believe I said something so 
dramatic. I was very concerned because he was already eighty by the time I arrived and 
I was the first of the western guys to come. This was complete news for everybody that a 
British person would arrive. I think it was interesting that I should meet someone from 
the enemy side but also quite disturbing in some ways. Anyway, he agreed to take me on 
and then of course his wife, Anna Aronovna, when he got home was furious because he 
had serious heart problems over the previous years and he had promised he would have 
only ten students in his class per year and I was number eleven. She was not happy about 
this at all. So there were some further difficulties over whether he could take me or not; 
however, in the end he said all right. I declared that I would conduct the first movement 
of Beethoven's first symphony which of course is difficult conducting and the lovely man 
Nolan Jarasof who was a student of Gergiev helped me to prepare this and showed me 
basically the underlying sort of Music school and every night I studied with the guy and 
eventually I was ready to ask Musin in one of the classes if I could stand up and conduct. 
He said, "Yes, yes, yes" and so I did it and tried to do everything that this friend had 
taught me. Musin was really very pleased and that sort of clinched the deal. So then I 
was formally in his class. This must have been in Oct. 1983. The rest, as they say, is 
history. 
S.W.: Once you had arrived in Leningrad and were studying with the other teacher, what 
in particular about Musin's technique and his teaching attracted you to him? 
S.E.; I think the big thing for me was that he wasn't really interested in what wasn't 
good but he always had ideas about how to make something better. He would 
occasionally mimic his students, which was very funny of courts -he would push you off 
the podium. The classes, as you would know were done on a podium with two grand 
pianos and professional pianists playing and they knew the central symphonic repertoire. 
From memory and so they would be watching you as you try to give a performance as if 
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you were conducting an orchestra. Anyway, he would push you off the podium take your 
baton if you had one and pretend to be you. Of course, then you would say, "I get it, I get 
it" but of course he wouldn't stop and everyone would be laughing and you would think 
"Oh my God" but it was all done in good humor. But most of the time he would be 
interested in just showing you alternatives to what you had come up with or explaining 
why one gesture didn't work and why something else could because of his deep 
understanding of the music. So, I think there were two things that attracted me, ' perhaps 
to say more succinctly, one was his very positive, benign, gut very active method of 
teaching and the other was this insistence that he had all the time that you had to do the 
music and the technique together. He never wanted to see somebody flailing around 
doing some heartfelt performance that wasn't technically proficient but he also couldn't 
bear somebody doing just the technical things. I think that challenge was really what I 
loved and I could see the point in. 
S.W.: This research looks at Professor Musin from many angles. I know that his career 
was mainly in the studio and the classroom, but, I want to talk just a minute about Prof. 
Musin and his career in conducting. In what ways do you believe his conducting career 
was significant? 
S.E.: Well, I guess when I was with him I knew about the history of his career. First of 
all this extraordinary person who came from what they call Kostroma, some lower 
Moscow village, it could have been hours south of Moscow. His father was a watch 
repairman, they didn't have any kind of musical instruments in their house and then one 
day he was at some cousin's house. He was age seven or something and they had a piano 
in the house and he told the story once or twice that he heard this cousin playing and he 
thought this is absolutely marvelous. This is wonderful and so he started to get interested 
in music listening to the radio and things. I'm not exactly sure in fact he wasn't sure 
what his birth date was because of the old dates going to the new dates, but he, through 
this extraordinary revelation, you know, somebody who otherwise would be condemned 
to being the son of a watch maker in a small village south of Moscow ends up at the 
Leningrad Conservatoire, actually as a pianist initially. It is truly interesting to me that 
he tells about practicing the piano one day and then he hears the orchestra practicing 
somewhere in the conservatoire. They were playing Dvorak' s Ninth Symphony and 
again this was a revelation to him to hear the orchestral sounds and he becomes more and 
more attracted to learning how to conduct and learning everything about orchestra. I 
think that period of time was so intense and people were hungry for every morsel of 
knowledge and information that I am sure he would have progressed really fast and at the 
same time they were really struggling. They didn ' t have heating in the conservatoire. He 
says that as a pianist his hands didn' t work properly. I think he sort of fell out of love 
with being a pianist and the conducting became his focus. I think his early years were 
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very much stinted as a performer and he ends up being a conductor in the Philharmonic in 
Minsk and that ' s of course where his son was born and where they had to retreat, on foot, 
back to Leningrad as the Germans came through during their scorched earth policy in 
1941 and 1942. So after that point I think he is completely committed as a performer. 
One thing that really surprised me when I was with him in Russia, of course, you know, 
we didn't know any of this history in Britain, was his bitterness. If there was one thing 
he was bitter about it was the removal to Minsk because I think he had worked the 
Leningrad Philharmonic on a few occasions and he of course had attended all their 
rehearsals and everything else and this Mravinsky came along and he used to say, rather 
bitterly, "how do you get an orchestra to play together- pay them the more money" and 
of course that was what Mravinsky had done. I think Mravinsky had been a rather 
gauche conductor himself when he started. But, because he had backers and I don't 
know the rest of this story he went on to be an immense success. But I must say there are 
some recording from early Mravinsky which are rubbish. So, I guess Musin did have a 
point there. I think his performing career then closed down as far as his work for the 
monarchy as Mravinsky controlled who worked with it. So then he devotes his life 
happily for people like me to teaching and doing some performing. I saw him on his 80th 
birthday which would have been that first winter conducting the orchestra. He adored 
Rimsky-Korsakov. I remember him practicing it every time there was a gap in the 
orchestra's schedule. It was wonderful to see him actually at that point- so incredibly 
alive. So I think performing was initially a big thing and I don' t think he ever forgot that 
-he always was a performer. I saw him later on at the studio at the conservatoire-
again, very subtle use of the baton but a very beautiful experience. He actually had a 
great grasp of all the repertoire and was highly knowledgeable, actually. 
S.W.: In as much as the actual professional conducting phase of his career was very 
short, do you believe that his career as a conductor influenced the act of conducting in 
any way? Just as a professional conductor? 
S.E.: I am sure. At the conservatoire they had this professional orchestra every morning, 
Monday through Saturday for the conducting students to work with and when I was there 
it was a very big department. They had about forty students plus people who would 
come in to do post grad work and there were about ten teachers at that time. So having a 
professional orchestra six days a week in a way wasn't too much. Bus Musin would have 
a day a week for his class and if you had one well in the piano class you would be sent to 
the orchestra class. Of course, the guys there would have been in the second half of their 
five year course and I was there for one year which was extended to a second year. 
Those close to their finals would have longer periods of time and the new guys like me 
who had just arrived would have ten minutes. But that was fine. It was so intense what 
we did. It was interesting seeing him working with the conductors in front of the 
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orchestra. He was very sensitive to the part of the professional situation and how they 
should behave and what the players needed. A lot of his teaching was geared to making 
it work for the players and I think that could only have come from his own professional 
experience. 
S.W.: I would like to be able to compare and contrast what all the interview participants 
say about another topic and that is the technique of the Leningrad School. Can you talk 
a little bit about the technique? What's different about the Leningrad School? 
S.E.: Interesting, there is one element which is fundamental and is a little different from 
what you would see in the U.K. for example. That is that the beat is laid out on a line. If 
you are in the U.K. and other countries the beats tend to go to a central point. People 
have lots of variations of this. The fact that beats are laid out in this sort of space, I think, 
is fundamental to how Musin saw the way the music worked between the beats. He use 
to say that the way is how you leave the beat and arrive at the next beat that is actually 
going to define the beat itself and also the character of the music so by leaving the space 
between the beats you were given the opportunity to really show the nature and character 
of the music in a very tangible way. So I think that's one point and that fundamental to 
his work and sometimes when you see him conducting its so subtle you can't even really 
see it but that was the basis of it. The next thing I think was very much a part of that was 
based on the Tchaikovsky melodic idea and the idea that everything is singing. He'd 
spent years as a string player, looking at how string players work and then trying to 
translate the action of the bow into the action of the hand and I thought again that sense 
of moving in space rather than just moving through a void meant that he created a very 
plastic, a very tangible, very malleable sense of the sound being right here in your hands 
in front of you. It wasn't just a hypothetical idea in your mind. I thought that was new to 
me because in Britain I think we're a little bit shy about music being this absolutely 
visceral thing that you touch and feel and move around. We tend to prefer it to be a 
rather intellectual pursuit. Whereas in Russia, Musin certainly wanted you to get your 
hands into the sound and that was wonderful. I think the third thing was as I mentioned 
before - his students used to say "if your heart knows the music, then, your head and 
your hands will know what to do" and I think that this idea that you combine the 
emotional and the intellectual into a physical, visual art is absolutely is at the core of his 
teaching and that's what he used to say, "conducting is a visual art." Conducting is a 
practical subject and you have to practice it as if you were practicing piano or the violin. 
It's as physical as that. All of those three things were, to me, a wonderful opening out to 
the skill rather some mysterious thing that happened that somehow you were in the dark 
about. It was a very clear road map to how you develop these skills and even though 
having been given that sort of basis every piece that you do has different demands and 
you need to listen to gradually sort of apply the principal in different ways. You know, 
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overall, if you have that basic approach to music you have a key into how to learn the 
scores in a practical way and for me that was a wonderful revelation. 
S.W.: Let's leave the technique behind for a moment and just talk about Prof. Musin as a 
teacher. What did you find unique about his teaching method that attracted you to him? 
S.E.: I think that as far as he was concerned he was quite formal but very kind. Most of 
the time he was very constructive, very positive, filling the students with ideas rather than 
just saying that was no good sort of thing. Occasionally he would be frustrated because 
what he used to say was, "just give me one bar that's right, I don ' t want even the whole 
first phrase." So he got frustrated with people who hadn't learned the score in that level 
of detail which in itself was a huge challenge. But I think he was generally very generous 
and if someone really gave along the lines he was looking for he would respond by being 
immensely enthusiastic, very clear that he was pleased. He would never stint from 
demonstrating as well; so if you had a difficulty he would stand up and show you how to 
do it or offer suggestions. It was a very firm but friendly kind of class. Of course, the 
other students would be sitting there in the master class and again if you did well he 
would be pleased and everybody knew that it was going well. But I suppose the unique 
about him Was the ability to talk about the music in a way which practical for conductors. 
By which I mean it's all very well for somebody saying to you this phrase is very legato 
but you need to take care of the pizzicato in the base. Musin could actually talk about 
this music in a way that made you feel the legato and feel for yourself how you could do 
those things and underlying it was this legato technique all the time. He was happy to go 
back and simply demonstrate it for you, if you needed it. So, I think there was a sense all 
the time that you were involved in something that was passionate, exciting, important, but 
at the same time had a sort of underlying system to it that he was slowly encouraging you 
to move through and that was for me a complete revelation. I had never had any kind of 
conducting teacher like that. In the U.K. most of the time it was, "Your third beat is off, 
you're moving your head too much or you need to learn the score more, you need to 
make a plan more." There wasn't this sense of at this moment the cellos have this 
wonderful line which is actually underpinning what is going to happen. It's a much more 
logical development of his theories, I would say. 
S.W.: Do you feel like his teaching has influenced the course of your career? Have you 
gone into any realm of teaching because of your acquaintance with him? 
S.E.: Well, first of all, I do this first year with him and in that first year in the U.K. a new 
conductor's competition was forged in Leeds, where they have the biggest piano 
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competitiOn. So the first Leeds conductor competition was launched and they accepted 
me to have a go on it. Musin coached me. It was quite funny actually because it was 
Appalachian Spring and Sibelius 5 and these two works were completely new to him. 
It's bard to think about Sibelius 5 and the Finns were right around the comer. However 
that was the cultural situation at that time and anyway I won the competition which was 
fantastic because I was able finally to come back to Leningrad after that and finally I 
think his wife felt that Musin's time to take care of me was vindicated. I was able to 
bring a presence and she was happy too, that was a big relief. I was then able to arrange a 
second year of study with him because I felt that I was just beginning to understand what 
he was teaching me. I just had to come back. It was fantastic that the British counsel 
could arrange for me to do a second year. What happened immediately was that another 
conductor in the U.K. saw this new left band technique, you know, no sort ofbeaty 
gestures. Clearly they liked it and they saw and asked me where I studied. A number of 
people asked me if I could give them lessons. You know, as I could I let people know I 
could. Of course Martyn Brabbins was my friend and did arrange to study with Musin 
himself the following year. So, it started a whole trend at this point. I did over the years 
when I was performing and everything, I didn't. I was happy to teach people private . 
lessons and one or two courses. But, recently actually, in the last six or seven years I was 
actually teaching conducting at the Gilford School of Music in London and they don't 
have a principal study course. But I was teaching second study under graduate kids and 
some post graduate composition students. That was very interesting to me to be able to 
develop something in the U.K. and some teaching style, if you like, based on what I 
learned from Musin. But also I brought my own experiences, particularly working in a 
country like the U.K., where everything was precisely right on the beat which means one 
has to modify a little bit the gestures. Just recently actually I can tell you that I have been 
appointed as head of conducting at the Royal Academy of Music in London, which I am 
really thrilled about, and it was something I applied for speculatively at the last minute. 
Someone said, "Oh, did you know this post was coming open?" Anyway, they gave me 
the job, it's a part time position and I will still be performing. For the first time it means 
that I will actually really systematically now be able to work with about eight to ten post 
grad students and again I have already said to them, "Look, you know, while I am 
mindful to what you bring and how things work obviously I am offering you solutions 
and an introduction to the Musin school. That is the basis of my teaching. So, there you 
are. It will now go forward in London. Of course, Musin came to London to the Royal 
Academy and had some classes during his time there. So, he is not unknown here. 
S.W.: Continuing in the vein of Prof. Musin as educator, do you believe that his 
contributions to education are significant. 
S.E.: YES 
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S.W.: In what ways do you think the conducting methods and techniques of Prof. Musin 
can be applied in daily instruction by public school music teachers? 
S.E.: Well, I think the marvelous thing about the Musin school is that his ideas are very 
simple actually. When you start with kids, showing them how to do the beats in 
conducting in nice little smooth motions, I think it is very important that it should feel 
good to the person who is actually doing it. One of the things that certainly happens in 
the U.K. with teaching conductors, and I can say this for myself too, is that you get very 
tense, to beaty. Everything is a bit choppy and kind of happening above what the music 
is doing. I think the fact that the Musin style of conducting is absolutely involved with 
the music means that anyone can learn it. Apart from getting your hands to move in the 
right direction which is I suppose tied to practice I don't think it's difficult to learn at all 
and then like any other thing you learn it's a series of acts really. So you learn to do four 
and to get your left hand something separate, learn to do big and small and to go from big 
to small. You just build up a sort of repertoire of gestures and grammar if you like and 
then you can apply it. 
S.W.: Do you think it is valuable for young students in an ensemble setting to see a 
conductor using these methods? 
S.E.: Oh, sure, because you can do it in any degree. I've done this myself, you know. I 
quite often work with small contemporary groups. Just the fact that the beats are very 
clear and easy and as a conductor you don't get tired doing them. Just means that if the 
group needs a little bit of help now and then to know where the entrances are, you can do 
it in a really minimal way where the underlying legato school is still there. 
S.W.: In that same vein we will talk again about teaching, about pedagogical approach 
and style. What aspects of Prof. Musin's pedagogical approach do you think are relevant 
to contemporary school music education? I know that music education in the Soviet 
Union was a different system. What components of his teaching style are relevant to 
contemporary school music education? 
S.E.: What age groups are you thinking about at this point? 
S.W.: At this point I am thinking from secondary school through baccalaureate and post 
baccalaureate probably not elementary school. 
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S.E.: Sure, I think the fundamental thing that is relevant is that it all came from the joy of 
music and the sound that music makes and his abilities to be expressive. So, I think that 
if one remembers that, he never wanted to see anything that was purely technical. At the 
same time, he was not impressed if you actually threw yourself at the score and didn't do 
it so the orchestra could play. But, I think the fact that it came from his own, real 
continuing love of music. He had to love music because at least once a week throughout 
the fifty years of his teaching or more, he probably had Tchaikovsky's Fifth symphony, 
first or second movements, and he would still teach it with loving and pleasure, even to 
someone like me who was starting out completely fresh. I think approach any type of 
music making from that very humble but heartfelt position is wonderful. The fact that 
from that point that you love music and want it to work, you want people to enjoy it and 
enjoy doing it, just means that whatever age group you work with, you have a wonderful 
starting point. The fact that the technical side of it is not difficult, but in fact it is 
intensely musical, in itself. You know, often I say to kids, "What does this music feel 
like to you?" They say, "Oh it sounds like a lion jumping or something." And then I say, 
"Okay, let's do it like that." Immediately they are doing something. I think his ability 
also to do something that was wonderful because you now he always treated the music 
with immense love and respect. He never was just doing it. The only time he got upset 
was when someone was doing it without love and respect. But, he was very good at 
finding out illustrations to help you to feel the music. I remember once, for example, 
when he was trying to get me to be more gently with a Mozart slow movement he looked 
to me and in perfect English, because he had learned English during the first World War 
reading all of Dickens and Shakespeare in English, which is incredible to me. I haven't 
read all of Dickens or Shakespeare in English. But, he would say things like "I pick this 
strawberry." He would want you to do this delicate gesture like picking strawberries or 
picking up chicks or having your hands really in touch with the sound. So this idea again 
that it was really a sort of visceral thing that you could really contact with your fingertips 
and express. And I think again, you know, when you are teaching children you can say to 
them "you know, this music has to sound like picking strawberries and you have to be 
very gentle." So that everyone· knows what to do. His abilities to find ways in to the 
students, to music, throughout absolutely common everyday objects were wonderful. It 
was completely unpretentious, completely straightforward. Just moving from beat two to 
beat three for example, and how he wanted that gesture to be an ellipse, moving over 
(demonstrates), rather that swiping underneath (demonstrates). He would say, "Just pick 
up a salt cellar and move it from one side of the table to the other." In a way his teaching 
was very simple, homely and direct. That also made it very easy to take on board, 
because you know you weren't led to feel like this music you love wasn't this 
unattainable thing and only a few people had exclusive access to it. Everyone could 
access it, everyone could feel it, touch it and be a part of it and if you needed a keyhole to 
access it, he was happy to provide you with one and that was wonderful.\ 
S.W .: I am going to ask you four very short, quick questions. They will come in the 
spirit of one of those types of exercises wherein you crystallize everything down to what 
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you think are the most important aspects of it, not necessarily one word, but what are 
your immediate thoughts on the following four things? 
S.W.: Musin, the conductor? 
S.E.: Emotional, exciting, of course I only saw him when he was older. Also, very 
subtle and always very musical. 
S.W.: Musin, the author? 
S.E.: I need to read his books again actually when they are available in English. I think 
what I have read, they are clear, often quite personal descriptions of what he did and what 
he thought. I think humble might be one way to describe them. 
S.W.: Musin, the pedagogue? Musin, the teacher? 
S.E.: I would say absolute giant in his field and at the same time someone who was very 
humble, a very simple man actually in many ways. But, with a great love of music. 
S.W.: Musin as a contributor to music education? 
S.E.: Again, huge effect on the teaching of conducting as it has gone out into the world 
in conductors who have been successful out there. I would say immensely important 
contribution. 
S.W.: Do you have any amusing or moving anecdotes or anything that you can share 
abut your studies or your time with him? 
S.E.: I can tell you one of my own which was in my first year. There I am. I don't 
speak Russian, but immediately at that time the Soviet Union in the early 80's was a huge 
educational hub for all its satellite states. There were thousands of students arriving from 
North African states, North VietNam. So, what all of these tertiary institutions did was 
have huge foreign language departments, where you would be trained in Russian. So I 
was taking two or three lessons a week in Russian and of course I am really sorry now 
176 
that I didn't pay more attention. Anyway, I was learning to speak Russian but I couldn't 
yet and we got to the end of the first term and we were getting to the end of December 
and the students all had to do their intermediary exams. I had by now prepared the 
second movement of Tchaikovsky' s Fifth Symphony and I was allowed to try it out with 
the orchestra while the other students studied for their exams. I had time to run through it 
and it was fantastic. There was some discussion which I didn't understand. Anyway, 
next day were the exams and I remember sitting in the hall and there was a silence after 
some of the exams and suddenly Musin stood up, looked around, and said, "Sian, come 
on." And so I was like, "My God," I completely forgot or completely misunderstood that 
I had to go and do a performance of this piece. So I rushed up on stage and you know did 
my best. That was a funny thing on my part. 
I was saying that he was a very kind and generally extremely patient person. He would 
do anything to get a conductor over a difficult hump and to understand what he wanted 
and get going. But be did have a temper actually and I remember learning Sibelius's 
Fifth Symphony and, this was for tlie Leeds competition, and he didn't know the piece. 
He was helping me to learn it and I had to go through the piece with the conservatoire 
orchestra. My father had actually sent the parts over from the U.K. in the diplomatic bag. 
They had arrived and that was all fine. One of the trumpeters in the orchestra had clearly 
had a very heavy night the night before and wasn' t with it at all. There were quite a few 
moments when you really need the trumpets to play. So, we ran through one place and 
be didn't come in. Musin said," Sian, go back and do it again." So the second time 
through I explained to the guy what I needed and the guy muffed it completely. So, 
Musin had already had quite strict words with him and we tried it again. Nothing. Musin 
goes completely bonkers, so, I get off the podium and I am standing amidst the violins. 
He gets on the podium and screams at this trumpeter, "Your father was a great cellist and 
you are an absolute hooligan vandal." Then he picks up an empty chair and threw it at 
the guy across the orchestra. The chair arrived and landed at this guy's feet and it was 
one of those conservatoire rather ditsy, wooden, very uncomfortable chairs that they had, 
smashed into a thousand pieces. The guy slunk off and Musin sort of calmed down. He 
handed me back my baton and said, "please continue." We were in utter shock, I 
remember., because he was such a nice man. But that was just it for him. At the end of 
the rehearsal, I was getting off the podium when one of the horn players, very sweetly 
picked up a piece of the chair and he said, "For a souvenir." He gave it to me and I still 
have it somewhere. 
S.W.: Do you have any parting thoughts on Prof. Musin that you would like the music 
education community to know? 
S. E.: I think I would like everyone to know that he was a very humble man who adored 
music and he wanted other people to be able to adore it too, and trained conductors so 
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that they could share music with other people in an effective and direct way. I think 
that's a marvelous legacy actually to have left and something that again as music 
educators we all need to remind ourselves of sometimes, I think in that world of 
complexity that we are running around in. 
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Gavriel Heine 
S.W.: In order to place you within the scope of the research, could you tell me a little bit 
about your own musical upbringing before you came to Prof. Musin? 
G.H.: My mother is a pianist, a professional pianist and professor at Rhone University in 
Glasborough, New Jersey. She had a large class successful class of private students as 
well of all ages and so at the age of five my first instrument was the piano. Studying with 
my mother didn't last very long 
Then I got to llia Musin' s class and I was sitting in this large classroom which almost 
looks like a small amphitheater (it's really a choral rehearsal room where they could fit 
all his students and auditors because there are always a million of them). The minute this 
man started his lesson with whoever was on the podium at the time I thought, "That's it. 
This is the man, there is absolutely no comparison. I've never seen anything like this 
before but at the same time it seemed absolutely familiar to me, his approach. Why 
familiar to me? Because this man was teaching conducting as my professors at the 
Moscow Conservatory were teaching me cello. As I had seen teachers teach violin and 
piano, this man was teaching conducting in the same way. Technique, concrete advice on 
how to achieve very high artistic goals, talking about music, talking about phrasing, 
talking about form, talking about manual conducting technique and giving his students all 
these tools. I thought this is the complete picture. I thought to myself, "Why would 
anyone not teach conducting like this?" Why was this the first person in my life I had 
ever experienced who taught conducting as a practical, expressive art? It was simply 
because he was the greatest teacher I had ever experienced up to that point. 
S.W.: Walk me through what an average day having a lesson with Musin might have 
been like. How did it start, progress and how did it end? 
G.H.: It started in the early afternoon around 2:00p.m. and lasted for about four hours. 
He taught in a classroom with two pianos, two very well trained pianists who were 
trained in the repertoire and who were trained to play absolutely as the student showed. 
They had been with Musin for years, some for decades. They all played exactly as an 
orchestra would play, a little on the late side. This is extremely important because a 
conducting student can' t learn any other way. Three times a week Musin would teach in 
the classroom with his eighteen official students, with many others watching. 
Twice a week he would also have a three hour session of teaching with the conservatory 
orchestra. So this man is in the conservatory five days a week teaching many students 
and in the evenings, if his health would permit, he would even go to a concert. 
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Everybody sits and watches, this was the Russian way. You sit and watch. 
Everything is like a studio class. Not a lot of emphasis was placed on rehearsing 
technique with Musin. He sort of assumed that you heard everything and could fix 
everything with your ears and mouth. His big think was, "don't use your mouth- use 
your hands. Fix things in advance with your gesture so that you don't need to fix 
anything." 
We would never sit in Musin's library for four hours at a time analyzing a Brahms 
Symphony without a break to go to the bathroom. Musin expected you to do all of your 
analysis at home and know the score at home. Of course, you have done all that. He is 
not there for that. He is there to give you tools to make the orchestra do what you want it 
to. 
One thing we don't give enough credit for in the West is the whole system of Soviet 
music education before they get to the conservatory, professional music training from the 
age of five and ear training from the age of five or six, solfeggio with fixed go and music 
history and secondary piano and harmony and analysis and your applied instrument from 
a very early age. 
S.W.: Musin's orchestra- was it professional or student? 
G.H.: Mostly professional in that they were paid a pittance for playing but some students 
also. It wasn't the greatest orchestra in the world. It wasn' t always in tune. 
S.W.: What things about Musin' s teaching style did you find unique? 
G.H.: It was a very all around approach to teaching. He presented things in such 
musical relief that you felt silly for not having seen it that way in the first place. When 
Musin would get up and demonstrate all of his technical business was absolutely on 
point, even at ninety-five years of age. He had the clearest hands in the world. His 
points were made in such a declamatory way that you didn't understand why you hadn't 
seen it that way before. He never did it to make you feel bad. He just would, sort of, 
almost over exaggerate the point to show you what the composer said. Music making in 
the Soviet Union was already declamatory and speech oriented or phrase oriented. Musin 
was so much about phrasing. Music for Musin was absolutely speech and the major 
structural elements he would place very profoundly. You always got the sense that he 
wanted you to make music that was alive which was phrased according to the composer' s 
intention, and he gave you the tools to make it happen. 
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S.W.: Can you talk to me a bit aboutMusin, the man, and the impact that his parting had 
on the musical community in St. Petersburg? 
G.H.: Kind, kind, kindest gentleman and extremely tolerant and polite and respectful of 
every single person with whom he came into contact. He didn't always have a lot of 
energy, but when he stood in front of the class to show he had all of the energy in the 
world. 
He seemed to me to be so alive but when he passed it was due to a stupid mistake. He 
would have lived longer. He went into the hospital for some medical procedure. They 
didn't call his cardiologist. He had a pacemaker. 
His cardiologist wasn't there when they operated on him and they didn't reset his 
pacemaker. He woke up the next day and was fine and twenty-four hours later, after 
waking up from that operation, he passed away. 
We were all shocked. We felt very cared for, that we were on the right path. The 
students were an entire family. All of Musin's students felt like something bonded them 
and they would go out after class for discussions and the day's events. Studying with 
Musin was a life style, so, when he passed away and wasn't there anymore, they felt 
orphaned. 
For Musin's funeral, they cleared out the small hall at the conservatory, the Glinka Hall, a 
beautiful gilded hall. The viewing was there and the Mariinsky Orchestra was on stage. 
At one point Gergiev came across the street and conducted the last movement of 
Tchaikovsky's Sixth Symphony .... and it ripped our hearts out. They are very good at 
doing that here. On the one hand, there is Musin in his coffin. But on the other hand, 
there is Gergiev conducting the Mariinsky Orchestra in this heart-wrenching piece. 
Which do you think Musin would have us watch? 
S.W.: How did Musin's natural family feel about his attachment to his students? 
G.H.: We all felt like we were part of the same family. 
S.W.: What can the average classroom teacher learn from Musin and his pedagogical 
style? 
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G.H.: Give the student real tools to fix their problems. Help them set goals on the way 
to fixing the problem. Sound in the hand, only a very vivid, imaginative conception of 
the music will give you the feeling of sound in your hand. You can only do that if you 
have fantasy and can translate black and white dots on paper into sound. You can project 
not only sound but quality of sound. If you want the violinist to play richer, just feel 
more richness in your musical gesture and they will play it. 
The books of Musin are very important to any pedagogue. Read the books, study the 
materials, watch Musin's videos of how he worked. 
What to take away from Musin: the technical basis that he came to, his conclusions that 
he came to, trying to understand what the composer was trying to say and trying to 
produce it with your hands and sometimes with your face. 
S.W.: Musin, the conductor. 
G.H.: Simple and profound. 
S.W.: Musin, the author. 
G.H.: Invaluable information. 
S.W.: Musin, the teacher. 
G.H.: Gentleman, function, art, soul, communicator. 
S.W.: Musin as contributor to music education. 
G.H.: Musin as continuer of music education. Musin as a natural continuation of the 
greatest aspects of Russian musical education with regard to conducting. 
S.W.: What parting thoughts do you want music educators to know about Prof. Musin? 
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G.H.: He understood that music was alive and it is the musician's obligation to make 
sure that it is presented as alive and there are things a conductor can do to help this 
happen and there are things that a conductor can to prevent this from happening. Musin 
was always teaching us about phrasing and how to phrase with our hands and how to 
show the direction of the music so that it breathed and that it flowed. Musin, with us, 
always had the big picture in mind. 
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Leonid Korchmar 
S.W.: In order to place you within the scope of the research can you tell me a little bit 
about your own music upbringing before you got to Prof. Musin? 
L.K.: In my family, there were no musicians and I started early. I started to study piano, 
piano playing, and I lived in a city where there were no symphony orchestras. It was a 
city like this and then I studied in musical college, piano, and then I studied at the St. 
Petersburg Conservatory composition, music history and music theory, and then 
conducting. First in St. Petersburg and then at the Moscow Conservatory. Of course, my 
principal teacher and beloved mentor was llia Musin. 
S.W.: What in particular about Prof. Musin attracted you to want to study with him? 
L.K.: Faculty consisted of four professors and all of them were good, but Musin was 
incomparable, in my opinion. Incomparable because of his deep knowledge, emotional 
freedom and deep understanding of the technical and psychological backgrounds of the 
art of conducting. This attracted me to study with him and I came to his class some 
months before I attracted his attention. I was sitting there and once he addressed to me 
and asked me, 
"You have been sitting here three or four months. Are you going to be a conductor? ' I 
told him, "Yes, I am." "So, can you go and conduct?" "Just now, I asked him?" I was 
scared. The first time I came to the podium, I just watched and read his book, The 
Technique of Conducting. I tried to absorb this technique and I conducted. The first piece 
was Oberon, and after I finished he told me," Okay. Sometimes you will conduct in this 
class and I will help you to be prepared for the entrance exams." 
S.W.: In what ways do you think Prof. Musin's career as a conductor was significant? 
L.K.: I think it was very significant, but he, his practical conducting, was not too long. 
When he was young he was promised a lot and he was an assistant to great conductors 
like Stidry, who led the Philharmonic Orchestra before Mravinsky. To some degree, 
maybe he was even a rival to Mravinsky. Then he also led a big orchestra in Minsk, now 
it's Belarus. Then when he came back to the conservatory he got his position as a teacher 
and more than sixty years he held this position which is unique. So, he got a maybe short 
but very basic experience and then he concentrated on teaching. Maybe he felt that this 
was a field where he could be more productive, where he can do his best. He was so 
deeply involved in this field of musical education, so focused and concentrated, that 
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maybe he simply not time enough to make his career. But I can tell you for some period 
he led a small orchestra in the dramatic theater, the best theater in St. Petersburg. This 
orchestra he could make a lot of experiments in techniques and leading and I know one 
story about him. He always came to the Philharmonic and in the course of the last 
century, there were many, many prominent conductors, the best conductors, Bruno 
Walter, Klemperer, Busch. They came to the Mariinsky, to the Philharmonic and 
conducted. So there was a lot of experience to get from them. And he came to the 
orchestra and many times he tried this upbeat, that upbeat, conducting like Klemperer or 
some other conductor. The orchestra used to say, "Ah, Maestro, again something new, 
something great. He is trying to do something new." He was absolutely absorbing this 
great culture of German great conductors. 
S.W.: Can you talk a little bit about the techniques that Prof. Musin created through that 
process? In other words, what are the techniques of the Leningrad school? 
L.K.: Oh, it is not easy you know. You know because you are one who inherited it. It's 
impossible to say it in a few words. I can only tell you that it is a deeply liberating 
system based on psychological, physiological, musical basis. I don't know how to say it 
compactly. You know, sometimes this is a misunderstanding about this technique 
because Musin was always trying to teach and tell students not only what they have to do 
but how to do it. He was always ready to go to the podium and to show, "Like this, it is 
better like this." There are many professors who tell, "No. You have a problem here. 
Think about it and try to solve it." Or, "Just make as I do. Just copy me." Musin never 
said the first and never the second. He always showed how to do it with many, one, two 
or three variance, and you can invent your own way. But, now you know. "I gave you a 
reliable skill and you can embark into the profession with this, I am sure." I think every 
student of Musin had this confidence. He knew his gift, his subset of skills to embark 
into the profession, and the essence of this technique is not the system or set of skills 
only, it's the deeply liberated system of psychological point of view which is connected 
to the emotional content of music, of really leading music. Moe specifically there are 
some points which are more narrow which are very, very important for Musin. For 
example, you have to get some confidence. You have to be centered. You make the 
same work as the musicians. You don't play the instrument, but you are making the same 
work as to breathing, as to bowing, as to beating the timpani. You always make it with 
your hands, with your mind, with your body, the same work. It is not simply drawing 
schemes of beating. You are the leader, and you are at the same time involved in this 
sonority. You are involved in this process of producing music, reverberating musical 
sounds to send in waves of sound to the audience and their physical background, 
psychological and emotional background. And he believed it can be fixed to some 
degree. He knew that conducting was the most mysterious profession. Never the less, 
he believed he can fix it in words and let the students and the musicians know to inform 
them. 
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S.W.: Let's talk for a moment about Prof. Musin as a teacher, not about the technique 
itself or conducting. As a teacher what about his teaching methods in the classroom were 
special to you? 
L.K.: His unbelievable communication with students. He was always open to any 
contact. You know, there was always around him a kind of community. The students 
were a community, and they shared always ideas, thoughts, emotions, knowledge. But 
there were specifics about his persona which attracted to him students and musicians. I 
think it was very important because he was a teacher not only teaching conducting, but 
teaching more things than music. His attitude in the world of music is incomparable to 
me. 
S.W.: Do you feel that you have gone into teaching in any because of your acquaintance 
with Prof. Musin? 
L.K.: Yes, to a very considerable degree, not only I became a teacher because of his 
theories, but from my first lessons in the conservatory I became like his assistant. So I 
was in very close connection with him in rehearsal. I was sitting close to' him. He taught 
and I was here (gestures to the right). I helped the students and so on and when he was 
aged and fell ill I led the class. He, in his last letter to the conservatory, named me as his 
successor. So I took most of his students after he died. 
S.W.: What aspects of Prof. Musin's techniques and teaching styles can young teachers 
learn from? 
L.K.: To me it is the most contemporary, the most advanced way of conducting. But, I 
don't insist that it is the only way. It depends on the traditions. It depends on the 
personalities. You know, Musin himself, he transformed, he changed his approach to the 
"art of conducting very considerably. I was a spectator as not only is student. I was a 
spectator. I had the chance to watch him teaching many, many years, thirty-five years. 
The more tradition he accepted in his class and the tradition came with foreign students 
from different parts of the world. Very different - American, English, German, Japanese, 
Chinese, a lot, Polish, sometimes he had at once sixteen to eighteen students in his class 
and they were alternating. Some of them came for half a year and he has to help them. 
He had to help them to equip themselves with sometimes rapid, in a very short time, these 
reliable skills. He conducted a lot So, it's not only stated formats, like taking from 
below or making circles and so on, he was getting more and more precise, combining the 
St. Petersburg tradition with Western and so on 
186 
He was absolutely fantastic in illustrating in a short period a lot of things, to prepare the 
student. I think it is a good system, good example for a new generation of teachers and 
conductors. Just transforming, always growing, always progressing. 
S.W.: Please give your concise thoughts on the following four subjects: 
Musin, the conductor. 
L.K.: To be honest and fair, he was not a great conductor. He was not a very good 
conductor. He had a chance to be a very good conductor, but he did not realize this. He 
was a great teacher. 
S.W.: Musin, the teacher. 
L.K.: Absolutely great. I think he was incomparable. Of course, I agree with Maestro 
Temirkanov. There are many ways to study conducting. 
S.W.: Musin, the author. 
L.K.: He is very talented. He really uses very good language. It's a good rationale that 
you can believe. He was a painter, you know. He was a very talented person. He is a 
very good writer and very clear, very scientific at the same time. A lot of imagery. 
S.W.: Musin as a contributor to music education. 
L.K.: His contribution is very valuable. It is a big experience to every system of music 
education. I think every system should make an acquaintance with Musin's system. It's 
very fruitful for every system. The dialogue is fruitful and even arguing with his system 
is fruitful. 
S.W.: Can you tell some type of amusing or moving story from your time with Prof. 
Musin? 
L.K.: It's not easy for me. It's strange, but I always in my mind, in my memory, he is 
always smiling, he is always making jokes. But, I cannot remember anything at present. 
Forgive me, I cannot tell you anything. 
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S.W.: What parting thoughts would you like music educators to know about Prof. Musin 
and about the Leningrad School? 
L.K.: I know that musical education is not only the system of giving some skills or 
knowledge of course. First of all, it is personal communication. It is to some degree 
intimate contact, personality. So the educator must have a rich personality to try to give 
your students, to love them, to lead them through life. Of course, first of all, to give them 
the equipment, technical equipment, to help them to embark into the profession. But, 
first of all, to give them ideas and a kind of responsibility. It's a great responsibility for 
your students, for God who gave you the talent. You have a message in this world, to 
teach, to be honest to your destiny. 
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Eduard Musin 
S.W.: Outside of music, what type of husband and father was Professor Musin? 
E.M.: His relationship with his wife (my mother) was very warm, friendly, and gentle 
until the last days of mom's life- she passed first. I think a big role in their lives 
was the fact that both of them were musicians, and worked for many years 
together. My mother was a concertmaster in his class. It also helped that they 
understood each other's professional issues and enjoyed each other's fortunes. 
Mom was a safe harbor and reliable support in father's life. They never separated, 
and went to concerts or vacations together. 
S.W.: How did his musical and pedagogical career affect his life course in regards to his 
family? 
E.M.: Certainly, father always helped me when I was doing homework and brought 
interesting books to read. Though, he did his best because he was very busy at 
work and could not spend much time with me. In my opinion, what affected me 
the most was the issue of communication, his personality- he was unusually 
pure, honest, conscientious, and fanatically enthusiastic in his work. 
Subsequently, it affected the family ' s relations. He loved music and he brought 
his whole life to music. 
S.W.: Were his students a type of extended family to him? If so, how did this fact 
manifest itself in daily life in the Musin household? 
E.M.: Usually, for birthday celebrations, friends were invited first, and the entire class 
on the next day, including accompanists (pianists). Fifteen to twenty people could 
sit at the table at the same time. On these days I made special trips from Moscow. 
Those days were happy days for him. 
Students came very often, and he worked with them at home as well if someone 
needed additional help. Mother was aware of many instances of students ' 
"passionate romances," and supported them with advice. 
Rudolph Barshai came often in the summer, during the vacation on the Baltic Sea, 
and together father and Barshai went to the near forest for study sessions. 
In recent years, when it became a difficult for father to move, someone from class 
came to take him to the conservatory by taxi and then bring him back. And there, 
in the classroom among students, he completely revived. The freedom and ease 
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of movements reappeared. He came to the podium and showed all the techniques 
of his younger years. 
After father died, during commemoration gathering at the table at the Mariinsky 
Theatre, Valery Gergiev said: "We have always been greeted and treated at the 
house of Musin as a family." 
Ties with former students were never disconnected. Many of them wrote letters 
and called from other cities and countries. Close relationships were continued for 
a lifetime. When mom died, I often visited father in Petersburg, and I also 
developed friendly relationships with many students. 
S.W.: In what ways was Professor Musin's career affected by the governing ideology of 
Soviet era politics? 
E.M.: I think that, obviously, the Soviet reality in general and anti-Semitism in 
particular, influenced my father's career as a conductor. For a long time, he was 
not promoted to full professor and the title of "People's Artist," though, many of 
his former students had it already. But, it seems to me that the main reason for 
delays was his character. He was too modest and could not develop the 
"necessary" business relations and connections, "to clear his way by elbows." I 
am certain that his conducting career was not successful due to these 
circumstances. He should have conducted many more performances than he did. 
His concerts abroad in the '90s in London, Finland and Japan were a huge 
success, which I personally witnessed. In recent years, after touring in London, 
the public press recognized him as "one of the best conductors of our time." 
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Alexander Polishchuk 
S.W.: Please tell me a bit about your musical upbringing. 
A.P.: I Am Alexander Polishchuk. I was born in Kiev, Ukraine. In 1978, I graduated 
from the Special Music School at the Kiev State Conservatory. From 1978-1983, 
I studied at the Kiev Conservatory with the faculty of the Choral Conducting 
Department (1980-1983-optional-orchestra Conducting). 
From 1986-1991, I studied at the Leningrad Conservatory's Opera-Symphony 
Conducting Department. From 1991-1999, I had a postgraduate-assistantship, 
(Doctorate). St. Petersburg Conservatory, postgraduate-assistantship (Doctorate), 
studying under I.A. Musin. 
S.W.: How did you come to study (or work) with Professor llya Alexandrovich Musin? 
A.P.: As I was keen to study orchestral conducting. I often attended rehearsals of the 
Kiev Philharmonic Orchestra, where in the autumn of 1980 I met Musin and saw 
his rehearsals of Prokofiev 1st Symphony, Beethoven 3rd Piano Concerto (or 
4th??), and Tchaikovsky 4th Symphony. 
S.W.: What in particular attracted you to study with Professor Musin? 
A.P.: Musicality; phrasing; what Musin proposed to the orchestra; "talking hands"- no 
words!! 
S.W.: In what ways do you believe Professor Musin's career as a conductor to have 
been significant? 
A.P.: Unfortunately his career as conductor did not happen- I mean -he had no 
orchestra- he had not so many regular concerts (only when he was invited by 
former pupils and friends). So, he concentrated on teaching. 
S.W.: Do you believe that his career as a conductor influenced the art of conducting, and 
if so, how? 
A.P.: Of course it influenced- and a lot!!!- But, the problem is that still Musin ' s name 
and his method not so widely known (as are the names of Gergiev, Bichkov, and 
Temirkanov- his pupils etc. 
S.W.: Please discuss the techniques of the Leningrad School created by Professor 
Musin. 
A.P.: Scott, to explain this I need 2-3 years. It took me 8 years to understand and be 
able to use it correctly. 
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S.W.: What did you find unique about his teaching methods which attracted you to 
study with him? 
A.P.: I told you already- musicality, fantastic phrasing, the possibility "to speak" with 
hands. To show character, state of mind, polyphonic structure etc .. .. 
S.W.: How has his teaching influenced you over the course of your career? 
A.P.: When I come to conduct to a new orchestra- in a 2-3 minutes, the orchestra 
changes its sound. 
S.W.: Have you gone into teaching in any way as a result of your acquaintanceship with 
Professor Mus in? 
A.P.: Yes. Musin pushed me to enter into a postgraduate assistantship course. That is 
how I began to teach. 
S.W.: In what other ways have Professor Musin's techniques and methods impacted you 
as a conductor and teacher? 
A.P.: As a CONDUCTOR - Pieces that I knew many years, when Musin conducted, it 
was as though I was hearing them for the first time in regards to phrasing, etc. 
As a TEACHER- There is so much that I can say. Once Musin had to leave St. 
Petersburg to lead Master classes abroad, and he asked me to substitute for him. 
So, he called me to his home (twice) and he explained to me what to do and how 
to do it (teach) with each of his students. (At that time he had 27 or 28 pupils in 
his class). 
S.W.: In what ways can the conducting techniques and methods of Professor Musin be 
applied by music teachers to daily instruction? 
A.P.: The teacher should know that method and be able to conduct himself correctly 
within the ideas of the Musin method. (e.g.- very often you can see a conductor's 
arm moving up, very quickly, in a jerking up motion. It is hard for the orchestra 
to play legato or many notes like 32nd. Musin told us, "You have to take sound 
after the point of the beat and lead it to the next beat in order to connect beats ,to 
make a phrase. 
We say- to fill in the recoils!! This gives the orchestra a chance: 
1) To play rhythmically, and together!! 
2) to play expressively (we give time for this). 
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S.W.: What aspects of Professor Musin's conducting techniques and pedagogical style 
are relevant to contemporary school music education? 
A.P.: Musin developed conducting as an entire system of technique and expression. 
We could see either [a conductor] who conducts scheme- OK- clear, but not so 
interesting, not musical, boring. Or [we could see ]one [who] conducts very 
emotionally, vivid, but so un-rhythmical that it is very hard for [the orchestra] to 
follow such [a]conductor (This is why, very often, [the] orchestra players do not 
look at [the] conductor- because one would lose his place). Musin found the way 
to unite [the] technical side with [the] emotional, or imaginary side of conducting, 
that do not disturb each other. It is a lot of things, ideas. 
One matter: to UNDERS~ AND the Musin method takes time to be able to do 
(conduct) properly! 
S.W.: In what ways can the conducting techniques and methods of Professor Musin be 
applied by music teachers to daily instruction? 
Sometimes it looks very easy and simple (when another person is conducting) 
because it is logical and natural for the body of the conductor and for 
musicians of orchestra to play with and to follow such hands motions; to 
breath. BUT it is very hard and complicated to do yourself!! 
To choose the right gesture; to solve the problem; to change tempo or 
dynamic; to show the entry of a new group of the orchestra (without 
disturbing the rest of the players); what kind of attack to use to unite the 
strings, w.winds, ottoni (e.g. Lizst Les Preludes); in opera- to connect the 
orchestra and the stage- singers, choir, etc. takes not only knowledge, but 
experience, as well. 
S.W.: What, in your opinion, can current and future teachers learn from Professor 
Musin's pedagogical approach which will enhance the profession, as well as the 
musical and educational experiences of their students? 
A.P.: Mussin once told me "For the last one hundred years, the quality of 
orchestra\orchestra players has developed a lot; but, the art of conducting has 
remained the same as at the time Mahler, Bruno Walter, etc. 
(Remember, at that time, R. Strauss Hom-players were denied to play the solo 
from Til Eugenspeigel, being told it is not possible. Now, students in the 
Conservatory play it easily!) 
A lot of time during rehearsal, the conductor wastes time when speaking to the 
orchestra, explaining how a group should enter, changing tempo etc. He has to 
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repeat that place many times, some junction (e.g.- changing tempos, etc.). 
Instead, he should just clearly show it with his hands. 
Once when conducting Fantastique Symphony by Berlioz the orchestra told me, 
"With another conductor, we repeated this place ten times and still could not do it 
properly. With you, we played and did not even realize that this junction is 
difficult!!" 
So, the Musin ideas save a lot of time during Rehearsal!! They also allow, during 
a concert, for changing some ideas in phrasing, tempos, shape of the movement 
or the whole Symphony. Orchestras just follow these gestures. 
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Oleg Proskumya 
S.W.: In order to place you within the scope of the research, could you tell me a little bit 
about your own musical upbringing before you come to Prof. Musin? 
O.P.: I started to study music when I was age seven. I began to study violin and I went 
to several music schools and the last seven years of my pre conservatory education I 
spent in Leningrad School of Music called Pre Conservatory School where you actually 
study your instrument and at the same time study subjects to get a high school diploma. 
A certificate for completing the string program and other musical classes. Then it 
allowed me to seek and take exams to the conservatory. I took those exams and was 
accepted. At that conservatory I continued to study the violin for five years, from 1980 -
1985. At that time when I was in my third year at the conservatory I started my 
professional career as an orchestra musician. I started to work professionally for a 
salaried position and continued to do so until I was conscripted into the Armed Services 
in 1985 right after I finished the conservatory. I was in the Army for about eighteen 
months and was discharged in 1987. Then after a short period of time I immigrated to the 
United States. In the United States I got a professional job as a section violinist first and 
then in a year I auditioned for principal second and got the position. So, I wanted to 
study conducting at the time I was at the conservatory the flrst time studying violin. But, 
it was very difficult to get into the orchestral conducting course. You have to win a big 
competition to get into the program and also they did not allow you to do this until you 
had finished your Master's Degree in instrumental performance. Then as a second degree 
you could try to get into a conducting program. So I did not have the opportunity to 
become a conducting student. I spent some hours sitting in class watching other students 
conduct and also because I worked at the Philharmonic Orchestra I could see many 
conductors. Most of them were very good. Famous conductors. And then I used to work 
in the chamber orchestra as associate concert master. We didn't see many guest 
conductors there, but their repertoire was very intensive. So I learned a lot of orchestral 
repertoire doing my job. Then I went back to the United States and got a job with an 
orchestra here. I worked for five years, full time and then I decided to change the path of 
my career and to complete my dream of being a conductor. Thinking in this perspective I 
was checking to see if there were any teachers in the United States that I might take 
lessons with and combine with a doctoral program. A couple of places I was interested in 
were Northwestern in Chicago and Julliard. But, I understood that financially it would be 
very burdensome. Financially, it would be very difficult for me to handle, to take a year 
off my job and pay tuition and pay everything and also I think I applied for an 
assistantship in one place but they would not accept it. So I decided to go back to Russia 
in 1993 and I went to see a couple of classes with llia Musin. In one of the classes I came 
to him and said, "I am very interested in studying conducting if you would be interested 
to take me as a student?" He said, "Come tomorrow and prepare something." I 
remember that I did Mendelssohn's Midsummer' s Night Dream Overture overnight and 
came in the next day and was trying to conduct in front of the two pianos. I tried to 
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something, but I had very little conducting experience. When I was a violin student we 
had a small chamber ensemble which was done on a volunteer basis and was not part of 
the curriculum. I was one of the leaders of that group. Sometimes, I conducted a little bit 
when necessary; however, it was very limited. Musin looked at me and said, "Well, urn, 
you know, I can see some potential but obviously you know very little about conducting." 
I told him that it was a possibility that next year in '94 I could come and be in his class. 
He said, "Okay, talk to the administration and see if that is a possibility." So, I talked to 
the administration and I found out all the details. But, because that time I was a U.S. 
citizen I had lost my Soviet citizenship they treated foreign students differently than 
Russian students. The tuition was much higher for foreign students; however it wasn't as 
high as I would pay tuition here. Not nearly as high. So the year after I worked very 
hard besides playing in the orchestra and all kinds of gigs, I worked selling pizzas at 
night until two or three in the morning just trying to save enough money because I had a 
family to support. Then the next year I came and everything worked out very well. 
S.W.: After you finished your studies with Prof. Musin you began to work with him in 
the workshops. How did that come to be? 
O.P.: It didn't happen when I finished studying with him. Actually I did not finish 
studying with him until he died. I couldn't stay the full year, So in the next year what 
happened was I just came there for a couple of weeks. I worked with him on some 
material he gave me and then I came back as I could not afford to take a second year 
because then I would lose my contract with the orchestra. 
S.W.: So you came back to the U.S.? 
O.P.: Yes, I came back and started my job. I would go back for one week at 
Thanksgiving break and then two weeks at Christmas break and then another week in the 
Spring and then for the entire summer. So I continued to study, but sometimes even 
when there wasn't a break I could find a sub if a concert wasn't that important to extend 
my stay a little bit. But it worked very fine so I really prepared two or three pieces like 
Brahms Symphony or Tchaikovsky. I worked on Rachmaninoff's Second Symphony and 
brought it into class. During that time I saw him two or three times a week and so I taped 
all of our lessons together with as much material as I could and then when I came back to 
the U.S. at a slower retrospective pace I looked at the material and the video and analyzed 
everything and tried to improve myself incorporating Musin's comments and whatever he 
had suggested to me. It worked very fine. Then in 96 I decided I would probably, for 
me, it would be better to proceed with an academic career. This actually would open 
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more doors for me as a conductor and I became a doctorate student at the University of 
South Carolina. I got an assistantship with them as a violinist and I became a conducting 
student there. So I had an opportunity to conduct chamber orchestra, to conduct 
symphony orchestra. There were a lot of opportunities for me to conduct which for me 
was good. I had to do many pieces. I continued to see Musin through that period of time. 
So I would say, he died in 98, I actually learned of it a few day before I was to leave to 
see him again. I would suggest that from 93-98, that's the time when I was actually 
involved in taking lessons from Music. In 98, no I'm sorry he died in 99, I asked him if 
he could help. We started a conducting workshop because I was so much after the style 
and technical approaches that mattered to Musin. I figured that the conducting 
community in the U.S. knows so little about his methods so I felt that it would probably 
be worth it to do an international workshop that would give the opportunity for other 
conductors and colleagues who would like to know more about the method to come and 
study. He couldn't do it in 97 but he agreed to come in 98. I arranged for a group of 
eight students to come and study with Musin. So we planned to do it again in 99. He 
gave word that he would do it but unfortunately he died before that happened. 
S. W .: Back to your studies with Prof. Musin. What in particular about Prof. Musin and 
his methods attracted you to want to study with him? 
O.P.: Probably the conducting of Temirkanov. I liked Temirkanov conducting very 
much at that time, more than anybody else. At that time he was much younger and very 
charismatic and the first time I was engaged directly with him conducting was when there 
was the forty year anniversary of the Special Music School. I think it was in 1975. He 
conducted Tchaikovsky's Swan Lake Suite with the student orchestra. I was very 
impressed with his technique and his approach and the difference between the teacher 
who conductor and him. He was so clear and expressive and it was a very powerful 
experience. The next time I saw him was a couple of years later when there was the 
anniversary of Musin's birthday. I think it was 75 years and there was a concert where 
Temirkanov, Gergiev and Musin conducted at the same performance. I was very 
impressed with Temirkanov's conducting of Daphnis et Chloe. It was probably the most 
powerful musical experience for me at that time. Then of course, I knew that he had 
studied with Musin and when I was at the conservatory I spent some hours, I wish I had 
spent more, in Musin's classes. I was very stunned with the approach. It was so 
intellectual and musical. He could explain everything in class and demonstrate it. You 
have to keep in mind that he conducted everything literally from memory. One of the 
reasons was toward the end of his life his vision deteriorated. To see something he had to 
bring it very close while wearing glasses. But, he knew so much material from memory 
that he could not only conduct Tchaikovsky's Symphonies, but Scriabin Symphonies 
from memory. He could conduct Richard Strauss tone poems like Don Juan from 
memory with no problem. He knew lots of material and he knew that material 
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thoroughly. I remember when I was a student he forced us, not forced, strongly 
recommended, all of his students to memorize literally most of the students conducted 
everything in class from memory. So we had to memorize our scores. Sometimes he 
would stop in the middle of a very thick texture and say, "There is a clarinet playing the 
8th notes? Yes? Did you remember whether there are dots over those notes or not?" And 
we would look at the score and of course there were dots there. So, you understand that 
he was not showing off because in class he could have on one day up to ten students 
conducting different material, it might be Tchaikovsky Five, Dvorak Nine, 
Rachmaninoff, Rimsky Korsakov, Beethoven, Mozart. All different materials could be in 
there. He really remembered a lot of scores and knew them very well. 
S.W.: Professor Musin's career as a teacher far overshadows his career as a conductor. 
However, let's talk about his career as a conductor. In what ways do you think Professor 
Musin's career, however short it may have been as a conductor, to have been significant? 
O.P.: I think, my personal opinion, is that we would not have had a Professor Musin if 
he had succeeded with his conducting career. I remember, he said a number of times, 
that how he advanced as a conductor, how he progressed as a conductor, how he 
developed as the conductor that he was, that when he started to teach, he started to think 
how to explain to students one approach or another. What would be better? He started to 
analyze in this perspective, not from the perspective of how he would conduct, but from 
the perspective of how to explain to the student a certain approach convincingly so that it 
would make an effect on the student. 
In the early stage of his career, he became an assistant at the Leningrad Philharmonic's 
Music Director, Stidry. There were two assistants, Musin and Mravinsky. I think Musin 
came first, probably, and then Mravinsky joined later. And Musin said, and we asked 
him that question, why did you not develop a career as a conductor? And he said, "Well, 
you know, because I was short. Because I wore glasses. Because I was not very 
charismatic". Mravinsky was very tall and very ...... (laughter) representative. 
I don't know. For us, as students, it was probably very beneficial that he did not develop 
his professional career as much as he deserved. So, he said that when he started to teach, 
he focused so much on teaching, that he was so much that he developed. It is a very 
interesting fact that I talked to several of his older, former students, and all of them told 
me that when they were his students, he taught them differently than he taught us. 
S.W.: In what way? 
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O.P.: Well, mnm, he focused on different things, what he paid attention to. I know that, 
for example, there is one conductor whom I will not name. He is a very good conductor. 
But, I know that Musin would never allow is to conduct in the same manner of this 
former student, because clearly, it is just so much against his method. Even though this 
conductor was good and had a good career, not a first-class career, but it was good, but I 
know that the style and manner of his conducting would never be allowed for us to do the 
same thing. It is very interesting, especially now when I am translating his book, reading 
through very carefully, I could see that in the first edition of that book (published in the 
60's), there are subsequent editions up to the one I have, published in 94 or 95, he edited 
lots of things. I could not find such focus, such detailed focus, on the certain things that 
he taught us in class. There are a lot of things in there that you can find which are 
absolutely right, but there is a moment of very principled rightness which you could not 
get if you did not go through this training, for a conductor who is not familiar with 
Musin's method. He or she would not completely understand this method or the 
principles behind this method. It is sort of like a cornerstone. Then all of the things after 
that will make sense. But, without understanding that principle, it would not make much 
sense. I shouldn't say that he did not mention this in his book. He did. But, it was sort 
of in passing, not really focusing on it. You can find a little information there, a little 
there, and so forth. Maybe one sentence or a paragraph. And, it is in very general terms. 
When we were in class, he was unpeeling us like bananas, until he could see that we 
could get these certain specific, very important principles which would allow us to 
understand everything after that. For example, I'm talking about the concept of contour 
of sound. It is one of the fundamental principles. I talked to him about this particular 
principle because I never noticed any other literature of methodology mentioning this. 
Later I found his description in a little different terms in Maiko's book. It's the same 
thing, but described in a little different terms. I remember that I talked to Musin because, 
in my opinion, it was one of the most fundamental things in all of his method. If you do 
not understand contour of sound, everything else is like building a house on sand. You 
have to have a foundation. 
And, it's all about how he came to this idea. He said that while he was an assistant at the 
Leningrad Philharmonic, and they called him in the morning to say that the Music 
Director could not do the performance that same night. So, to be an assistant, they had to 
learn the same repertoire to be the emergency backup. No, he had a little more time. I 
think the performance was on Saturday and he got a call on Friday morning. So there 
was a rehearsal on Friday and a dress rehearsal on Saturday morning and then the 
performance on Saturday night. He said he had a problem in a certain spot to keep the 
orchestra playing at the right pace. He said that rhythmically it was not stable and he 
tried a different way, but it did not help. I don't remember what piece it was, probably 
Brahms, but, I am not sure. He came back home and then he said that on the way back 
home he was sort of playing again and again this particular spot and while he was 
walking, he was conducting. Naturally, he started doing something like this 
(demonstrates rounded gesture). And, he felt that at that section, this motion should 
work. So, he tried it again and again and again. The next morning at dress rehearsal, he 
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went through it and they played with no problem. We have to understand that the 
Leningrad Philharmonic Orchestra had a long tradition of playing behind the conductor. 
So, this probably was another reason. No force in the world could make them play any 
earlier. It's just their tradition. There is no conductor's authority they can take which 
will change that path. I think they inherited that from German music directors and 
German guest conductors because they played a lot for Bruno Walter, Fritz Stidry, 
Furtwangler, Knapperbusch, a lot of German conductors. I think Nikkish was there, too, 
towards the end of the nineteenth century. They had a certain prolonged relationship 
with the German school of conducting. 
S.W.: Let's just assume/pretend for a moment that Professor Musin never taught. Do 
you believe that his career as a conductor influenced that art of conducting in any way? 
O.P.: He probably would have been a prominent conductor. No doubt about it. But, in 
my personal opinion, his conducting style was, at least the way I saw it. ..... It is hard to 
say. I saw him conduct with a student training orchestra at the conservatory and he could 
do Tchaikovsky Five in a way that all students were mesmerized. It was great. But, I 
also saw him conduct another thing and I was not so impressed, because it was a little too 
detailed, a little too much unnecessary detail. It was sort of as he would conduct in class. 
You have to use your imagination to see how Musin would be as a conductor if he would 
not teach. It is very difficult. You cannot separate one thing from another. Why? 
Because in class, he could not let us miss any single detail in the score. If there would be 
sub. F, crescendo, diminuendo, any dynamics, textural articulations, he would not let us 
miss it. So, we had to really show everything. He said, "You have to indicate by your 
arms as much as possible and use your tongue as little as possible". So, maybe because 
he did not an opportunity, because I know that there was sort of an absence of striving in 
his conducting, like embracing the bigger concept of a Brahms symphony. Like uniting 
the first, second, third, fourth, movements in a unified concept. Maybe because he did 
not have an opportunity to conduct much as a conductor would, so that sort of took its 
toll. 
Because he was so focused on teaching, his conducting was like a conducting 
encyclopedia. You could see all sorts of all techniques: converted upbeats, inverted 
upbeats, delayed upbeats, suspended converted upbeats, all different sorts of rebounds, all 
education of the rhythm, tempo changes, all were there. But, I saw him conducting when 
he was over ninety. He was conducting the Philharmonic and it was different. 
I think I told you a funny story before. One of us conducted Tchaikovsky's Fifth, second 
movement. So, then Musin took over and demonstrated, and conducted a very good part 
of the movement. When he finished, everyone applauded and said bravo. Then, the 
principal horn player came to me. She was one of our professors, so she taught us the 
200 
technique of playing brass instruments. She said, "I've been watching Dya 
Alexandrovich for 25 years, since I started to work in this orchestra, and I should tell you 
that he has made such enormous progress". At that time, he was 91. She started 
watching him when he was 66. People retire at that age, right? I talked to Leonid 
(Korchmar). He observed Musin longer than I because he was his student in the early 
seventies. He said that Musin always changed, always tried something different. 
I should say that, had he loved another three-five years, he probably would have written 
another book which basically would be another level, because he started having interest 
in what is behind the scene, you know, analyzing the psychological mechanisms of 
conducting. He could not describe that in certain terms, because you have to educate 
yourself a little bit more in the kind of phenomena which occur in human psychology. 
But, intuitively, he came to very fundamental ideas. 
I don't know if I told you about this instance. I bad been studying with him two years, 
two years of hard work. I had gone through a large list of the repertoire. I came to 
conduct Romeo and Juliet ofTchaikovsky. You could tell when he was not happy. 
There was displeasure and I noted that something was going wrong. I conducted through 
the exposition and he said, "You know you have studied with me for two years and I 
should tell you that you did not learn anything". I said, "What is the problem"? He said, 
"You are just drawing your arms. You are not conducting. You are just drawing your 
arms". For me, it didn' t make any sense at this point. But, then later, I understood what 
he meant. He said, "Say hello to your American fellow conductors. You conducted just 
as them". Later I understood what he had meant. He meant that my arms did not connect 
to the sound. 
He was interested enough and was so much persistent on us on doing converted upbeat, 
or this pickup motion, taking motion, and so on. Interestingly enough, there were so 
many students that went out for a certain period of time, came back, and they lost it. So, 
my personal opinion at that time was, and still is, maybe he had to insist on getting into 
us that sensation a little bit stronger. I don't know. Maybe he thought as soon as we 
were doing this and we could succeed with this, but it didn't go very deep in our flesh, in 
guts. 
S.W.: We've talked a lot about Professor Musin as conductor. The heart of the research 
is about Professor Musin as a teacher. Let's talk a bit about him as a teacher. What 
about his teaching style, about how he was in the studio, attracted you? 
O.P.: He was very stern, very stern. Yes. His style of teaching, I should say, would not 
be popular in this country, for sure. For example, he gave me the first movement of 
Brahms First Symphony. I worked on it at home and brought it into class, and he did not 
let me go through the two 9/8 measures. He said, "You cannot maintain the rhythm". 
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We worked on that a little. Then we went to this spot after the 9/8 and he said, "You are 
not making a crescendo". I tried. He said, "No. You are not making a crescendo". I 
tried again. He said, "No". He said, "Come next time". So, I worked on that particular 
spot and brought it again in a week. I made it to the 6/8 measure after the 9/8 and he 
said, "You are not making a crescendo". He told me after class. So, I studied very hard 
for the next three or four days and I came back. He said, "No. You are not making a 
crescendo". I had just been working on those two measures over days (sings example). I 
came back the third time and he said, "No. You are not making a crescendo", and he 
threw me off the podium. Well, I was already a professional musician by that time. I 
was making a living as a violinist. I had a family. He threw me out of the podium like a 
puppy. I was so mad!! I came back home and over the weekend tried, but it drove me 
nuts. You know, we were only talking about three or four measures. So, eventually I 
came and he could see that I was very mad and that steam was coming out of my ears. I 
conducted and he said, "Oh, now you are making crescendo. Now you have it and you 
can apply it in any piece where you will have a crescendo". 
Interestingly, his motto was, "We are not conducting Beethoven symphonies, or Brahms 
symphonies, or Tchaikovsky symphonies in class. We take in this material and we use 
this material to go over a certain method". He repeated it over and over. 
Personally, I don't think it was right. Right now, because I have teaching 
experience .. . there was a certain connotation behind it. A student would come to him and 
say, "llya Alexandrovich, I want to conduct a Bruckner symphony". Or, "Ilya 
Alexandrovich, can I do Tchaikovsky 6"? What he was saying was that you cannot do 
Tchaikovsky 6 before you learn something which will allow you to do Tchaikovsky 6. If 
you conducted Tchaikovsky 4 before, you think you have the technique to do 
Tchaikovsky 6. Even if you conducted Tchaikovsky 4 and it was alright, you still do not 
have enough technique to conduct Tchaikovsky 6. If you conducted Beethoven 1, it 
doesn't mean that you have enough technique to conduct Beethoven 7. So it is, sort of, in 
this connotation. But, to be literal, to say that we are using this material because it 
missed an important point. When you study conducting, you have to think of it in the big 
connections. So, you are conducting a symphony, but you are not conducting excerpts. 
So, you have to conduct the whole movement and the whole symphony. 
Also, he could yell. He could say something unpleasant. Sometimes he would say to the 
student, "I don't know how many times I can say something over and over and over. He 
would point out the pictures of the older professors who had died and say, "Even this 
professor and this professor remembers what I am saying". "I am saying the same thing 
to all of you over and over and over. When I am not in this class, the walls will say the 
same thing. 
S.W.: So, do you think his teaching style has affected your teaching style or that of his 
other students? In other words, do you feel as though you teach like him? 
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O.P.: No. Well, if I would be making my teaching career in Russia .... You have to 
understand that he was extremely popular to conducting students. People were coming 
from all over, from England, Germany, France, Finland, the United States, all over. 
There were a lot of people seeking his favor and seeking him as a teacher. So he didn ' t 
have to worry about something like getting tenure. He didn't have to worry about being 
complimentary all the time. Interesting enough its not actually .. .. , but I was conducting 
Tchaikovsky's Third Symphony and he was very harsh on me after class. It' s not fun 
when someone treats you like you are a Boy Scout. I didn ' t say anything back to him but 
it just makes you feel a little bit uncomfortable. So, I stepped down off the podium 
disappointed and the pianist whispered, "Say thank you to him. You're not going to get 
advice like this again, ever." I actually agreed. It was very beneficial to me because if he 
would practice a different teaching style, for instance, "let's try a little of this. Yeah, you 
can do that but try this." 
S.W.: You have a career now as a teacher outside of professional music. Do you feel 
like you were influenced in any way to go into teaching because of your experiences with 
Prof. Musin? 
O.P.: Yes, what affected me, I am trying to find a way to explain to students what I need 
to explain so that the student will understand. Musin could do this, there is no question 
about it. First of all , it was his age because he could have a student from anywhere in the 
world whose language he didn' t speak in the same class on the same day. For him it was 
sometimes difficult because his English was very limited and sometimes some students 
could translate. I could translate for him. So, he had to find a way to explain to these 
students what he would really like to address. Some concepts are not easy to grasp and it 
takes very intensive intellectual effort for him as a teacher to find the words even if he 
were teaching in Russian that the student could understand because the method of do as I 
do, or just copy what I am doing, I found it not always productive. For example, how 
would he explain in simple terms in one session the concept of suspended, converted 
upbeat? Even if he explained it and the student got it, physically it' s very difficult to do. 
You have to try it over and over. Here are a number of trial and fail situations to get into 
this and master it. It's a very advanced technique, it takes time, the time factor is very 
important. Even if you catch something on one day it doesn' t mean that it will stay for 
the next day. You have to go over it many times so that you really make sure that it is 
secure. There are a number of things like this. He was old by this time. Sometimes you 
had to really watch what he said in passing because sometimes I found that those were 
the most important things he said. Later I understood what he said. But you really had to 
live through it, think it through your entire being to understand exactly what he said. 
S.W.: Do you believe Musin' s educational contributions to be significant and if so how? 
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O.P.: I think if we had not had Musin, conducting methodology would be where it was 
at the end of the nineteenth century. What stuns me is how many conductors there are in 
the world and how few really understand the Musin technique. Even in conductors with 
big names you can see so many short comings. Despite the fact that they are good 
musicians and talented conductors, you can see that some things they are doing could be 
done much better and much more productively. 
S.W.: Do you feel like there are any ways that Musin's conducting methods and 
methodology can be used by public school teachers in the classroom everyday? 
O.P. Eventually, yes, but it will take time. It's like Einstein's theory, in the beginning 
there were not that many people who could understand it. Then over time pretty much 
everyone can have the general concept. Eventually it should become valuable for all 
conductors. It doesn't matter it can be applied by any type of conductor, choir, band, 
orchestra, Salvation Army band. It works fine because it refers to the human perception. 
If you understand that then you understand what you should do. 
S.W.: What in your opinion can current and future teachers learn from Prof. Musin's 
pedagogical approach which will enhance the profession and make musical and 
educational experiences better for students? 
O.P.: I don't know how to answer this question in full because you have to understand 
that Musin taught in a different social environment and students in the Soviet period had 
to take a very hard exam to get into the program. However, students didn't pay anything, 
it was free. So as soon as you passed ..... you were accepted. There was no such thing as 
paying tuition and they accept you. There was not that culture of consumerism. So the 
teachers feel like they were in customer service to serve clients. There was absolutely 
nothing near this mental and cultural atmosphere where the teacher has to watch and be 
careful what they say because they are afraid of a bad evaluation at the end of the 
semester or something like that. That's one thing, secondly, I think it is hard to over-
estimate the intensity of the class work because he forced us to be in class. Tuesday, 
Thursday and Friday, class started at 3:00p.m. and all of us had to be there, even if you 
were not conducting. All of us at the same time had to be there from 3:00 to 7:00 
sometimes 7:30 or 8:00. On Wednesday we had orchestra class and even if you were not 
conducting you still had to be there and watch your fellows conducting. On Thursday 
there was a class from 3:00 to 7:00 and on Friday the same. On Saturday there was 
orchestra for which you had to be there too. You had to attend all classes, once I missed 
a class on Saturday and I came late because I overslept. He said to me, "I can't believe 
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you're late, I will throw you out of the class. You have to be here at 9:00." I lived in the 
suburbs so it took me and hour to get there. I just overslept. So, I don' t see any intensity 
of teaching in any schools in this country even in a workshop which could be a week or 
two long. This was for me like a workshop that lasted nine months. It was very intense, 
you have to keep that in mind. It was a different academic environment. My personal 
opinion is, and I observe different teachers in this country, it is not nearly as intense. 
S.W.: Discuss your thoughts on Musin, the author, and the impact which his writings 
have had and can have. 
O.P.: As I mentioned, he wrote The Technique of Conducting, first edition was 1967, 
and he did not stop thinking of different ways of improving the method, obviously. He 
was a great thinker. He also wrote the memoirs of his life, his biography. There is 
another unpublished manuscript, Vado Mecum, which was unfortunately never published 
yet. But, it came as a part of his video lectures where he talked about his methods and 
everything. I know that for the last edition of Technique of Conducting, he was still 
working on that. It was in like '94 and he continued to edit it. I think Vado Mecum is 
kind of an amalgamation of his method. He is not describing so meticulously all 
methods, like in the Technique of Conducting, but rather the essence of conducting as a 
process. I think it is one of the most fundamental books. SO, again as I said earlier, he 
progressed. He never stopped in developing. He never stopped analyzing. He never 
stopped improving. He never stopped thinking about the method and trying to find ways 
to explain it so that students and colleagues would understand it better. His writing 
progressed in the same manner that his conducting did (hom player story from before). 
He could see that the more he analyzed and revised the method, he could always add 
some more thoughts and rewrite some previous concept. I would say that it never 
stopped until he passed away. 
S.W.: If you crystallize, as you said, your thoughts down into one statement, what 
parting thought would you like to give music educators about Professor Musin and the 
Leningrad School of Orchestral Conducting? 
O.P.: To crystallize, I think first of all, everyone who seeks a conducting career and 
seeks to comprehend the conducting method thoroughly, should understand that this is a 
complex and uneasy phenomenon. A lot of people think that it is simple. That is what 
Musin was inspiring us to understand. There is no way we can do everything. We 
always have to come back and revise the material. He said over and over, "If I look at 
the score tonight of something I have conducted many times, I still will be able to find 
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something new. That's the phenomenon that you can never tell yourself that you know 
everything. To always learn something new is the goal. It's like playing an instrument 
where every day you may learn something fundamental which you haven't known before. 
It's the same thing here. I know so many conductors who, well I've been watching them 
for a number of years, and they do not progress. They do the same thing that they did ten 
years ago. For me, it means that they are abusing the conducting privilege. He said, 
"You always have to find a way to progress in your development". I think that is the 
main point. 
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Yuri Temirkanov 
SW: How did you come to study (or work) with Professor llya Alexandrovich Musin? 
YT: I attended few classes of very good teachers in advance and decided that for me 
Musin would be the most "suitable". 
SW: In what ways do you believe Professor Musin's career as a conductor to have 
been significant? 
YT: Musin wasn't the most outstanding and individual conductor. He was highly 
professional, but not great "artist" on the stage- although this was what he was 
teaching his students. 
SW: Do you believe that his career as a conductor influenced the art of conducting, and 
if so, how? 
YT: Strange. He was like Stolyarski - he himself was not a great violinist, but all great 
Russian violinists were his pupils. 
SW: Discuss your thoughts of Musin, the author, and Musin the pedagogue. 
YT: His books are not easy to read for every musician as they are written, I think, for 
conductors only. And I believe that it is an absolute must for every conducting 
student to study these books. 
SW: Discuss your thoughts of Musin, the contributor to music education. 
YT: Musin created his school for conducting. Like the case of Paganini - many played 
violin before him, but only after him came the real school with rules etc. 
SW: Discuss your thoughts of Musin, the author. 
YT: Of course one can conduct without reading Musin, but it will not be very 
"correct" or professional conductingwise. That is what I think. 
SW: What, in your opinion, can current and future teachers learn from Professor 
Musin' s pedagogical approach which will enhance the profession, as well as the 
musical and educational experiences of their students? 
YT: Musin was a Great teacher! All his students followed his school, went to his 
classes etc. BUT at the end they were all different - their way of conducting was 
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different. He knew how to find in each of the students his/her individual 
conducting "gifts"- musical, manual, physical .. . and then he developed these gifts 
- different for each person. 
SW: Are Professor Musin's educational contributions significant? If so, how? 
YT: His school, his method - are his contributions to music education. 
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